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Fast action, undersea location. This blow-up of a scene from Ivan Tors’ production, “Underwater Warrior,” shows how Du Pont “Superior” 4 can give you 


good action shots in any light. 


Mr. Tors, shown at right ready to dive, always accompanies his actors, directors and crew when filming underwater. 


“Shooting ‘SEA HUNT’ we need 
the exceptional speed of ‘Superior’ 4’ 


®t6. u s. pat. OFF 


says /van Tors, producer of the TV series, “SEA HUNT,” for ZIV 


Television Programs, Inc., and ‘‘Underwater Warrior,’’ released by MGM. 


“These pictures wouldn't have been possible 
without DuPont ‘Superior’ 4.” states Mr. Tors. 
“Its high speed and wide latitude make it ideal 
for underwater sequences. With ‘Superior’ 4 in 
the camera. we know that anything we see with 
our own eyes the camera can see better.” 

And Mr. Tors does see it with his own eyes. 
Whenever he shoots underwater. he and his 
secretary, both expert divers. go down with the 
director, lighting men and actor-divers. He’s 
right on the spot and knows from firsthand ex- 
perience the problems that can come up in sub- 
marine cinematography. 

“Talk about tough locations— most of them are 


Better Things for Better Living ... through Chemistry 


child’s play when compared to the bottom of the 
sea,” he says. “The light’s strange. you have to 
use special cameras that are pretty tricky and. if 
your shot’s not right the first time, re-shooting 
can be awfully expensive. You've got to have a 
film you can depend on—that’s why I always use 
Du Pont ‘Superior’ 4.” 


L 


For more information about Du Pont Superior® 
4 Motion Picture Film and other fine nega- 
tive and positive films, contact the nearest Sales 
Office or write DuPont Photo Products Depart- 
ment, 2432-A Nemours Building, Wilmington 98, 
Delaware. In Canada: DuPont of Canada 
Limited, Toronto. 
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| HOUSTON FEARLESS FILM PROCESSORS - | 














L (Many additional models not shown) 
MODEL | FILMSIZE |PROCESS| FILMTYPE | (pM) 
118 16mm | B&W | Neg. Pos. Rev. 1 0to2 | 
22 16mm | B&W | Reversal | 0to35 | 
22B 16mm B&W | Neg. Pos. | Oto 45 
Labmaster | 16mm B&W Reversal 0 to 15 | 
Labmaster | 16mm | B&W | Neg. Pos. Oto20 | 
es 16mm Color | Anscochrome Otol5 | 
Color 7255 Ektachrome 
Labmaster | 16mm Color | and Anscochrome ieee 
| 

100NPC 16mm Color Neg Pos. 0Oto100 | 
22BC 16/35mm| B&W | Neg. Pos. Oto22 | 
120PN 16/35mm} B&W | Neg. Pos. 0 to 120 
RC-30 16/35mm | Color near er . 0 to 30 
NP20C 16/35mm| Color | Ektachrome 0 to 20 

Neg. Pos. 
45NPC 16/35mm| Color Neg. Pos 0 to 45 
$120PN 
Spray 16/35mm | B&W | Neg. Pos. 0 to 150 
10C 35mm B&W | Neg. Pos. 0 to 40 
30NPC70 | 35/70mm| B&W | Neg. Pos. 0 to 30 
P-70 70mm B&W; Neg. Pos. 0 to 20 

Ansco 
20RC70P 35/70mm | Color Neg. Pos. Rev. 0 to 20 | 
20RC70M | 35/70mm| Color |fiee‘pye | Ot020 | 
A-25 5”/9¥%2” | B&W | Film & Paper 0 to 18 
A-6 9%” B&W | Film & Paper 0 to 48 
DAC-20 21” B&W Ortho Pos. 0 to 20 | 
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MODEL P-70 


A FILM PROCESSOR FOR EVERY NEED 


Whatever your requirements for processing motion 
picture film or any type of continuous film or 
paper, Houston Fearless either builds a machine to 
do the job with maximum efficiency and dependa- 
bility or will design one for your specific needs. 
Listed at the left are just a few of the hundreds 
of types of H-F machines. 


For more than 31 years, Houston Fearless has been 
the leading manufacturer of processors for the 
motion picture industry, television, military and 
industrial installations. This wealth of experience 
is engineered into every machine. 


A complete laboratory equipping service is avail- 
able from Houston Fearless. This includes a thor- 
ough analysis of your requirements, layout of the 
lab, architectural planning, specific recommenda- 
tion for all equipment, installation, initial opera- 
tion and training of your personnel. 


Write us regarding your particular requirements. 


Ask about our attractive Leasing Plan. 


— 0) ,0)," 


. FEARLESS 





HOUSTON FEARLESS CORP. 
11805 W. Olympic Blvd., Los Angeles 64, Calif. 
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ON THE COVER 


MILTON KRASNER, A.S.C., (immediately behind 
camera) and his crew line up camera to shoot 
scene on location for MGM's ‘‘Home From The Hill 

directed by Vincente Minnelli (left of Krasner) and 
starring George Hamilton and Luana Patten—the 
latter reclining at far right. Note how all equip 
ment—camera, booster light and microphone—are 


moved in close for the shot 


¢ In This Issue 


THE PHOTOGRAPHY OF “BEN HUR”’ 
Some highlights on the filming of MGM’s biggest film production 
in Italy. By Libero Grandi. 


FOG MAKER 
Compact, portable machine creates fog for movie 


scenes synthetically. 


CLOUDS MADE TO ORDER 
How synthetic clouds are superimposed on exterior scenes as they 
are being photographed. By Charles G. Clarke. ASC. 


A BLACK-&-WHITE TRAVELING MATTE PROCESS 
1 description of the system currently in use at Pinewood studios in 


England. By Robert L. Hoult, FRPS, FBKS. 


IMPORTANCE OF ‘REFERENCE WHITE’ IN FILMS FOR TV 
Providing a key for the video engineer to guide him in 
setting his controls for proper transmission 


of television commercials. 


COLOR IN MOTION PICTURES AND TV 
Part Il: Natural color on film. By Robert Allen Mitchell. 


BLUEPRINTING THE BUSINESS FILM 
How careful pre-production planning saves money for 
in-plant and business film producers. By Charles Loring. 


SIMPLIFYING THE SYNC PROBLEM 
Signal recorded on tape edge keeps camera in 


syne with the recorder. 


© Features 


INDUSTRY NEWS 
Vews briefs of industry activities and progress. 


WHAT'S NEW IN EQUIPMENT, ACCESSORIES, SERVICES 


Things that are new for makers of motion pictures. 


PHOTOGRAPHIC ASSIGNMENTS 
Where and what TV and feature film cameramen were 


shooting last month. 


TECHNICAL QUESTIONS AND ANSWERS 
Readers’ questions answered by experts. 
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WORLD'S MOST ADVANCED 
MOTION PICTURE CAMERA 
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Stop Motion To 128 Frames P/Second With A Single Mitchell Camera 










This is the only camera that for 40 years has consistently set 
new standards for motion picture photography. The Mitchell’s 
exclusive range of filming speeds is but one of 14 outstanding 
features of the world’s most advanced camera. Its design 
and workmanship are the finest, with the result 
that a Mitchell provides important advantages 
through trouble-free, economical operation 
and lower production cost. 













Mitchell cameras include: 35mm, and 16mm; 
70mm 2% x 2% high speed; and, 70mm and 
65mm standard frame aperture. For full in- 
formation write on your letterhead indicat- 
ing the model camera or your requirements. 




















FIRST POSITIVE PIN TROU- EXCLUSIVE RACK-OVER FOCUSING DESIGN 4 
BLE-FREE MOVEMENT with saves time and re-shooting; effortless one f 
.0001” tolerances assures hand operation shifts camera instantly Zé 
sharpest, most accurate film from focusing to shooting position. Locking A 
registration of any camera. pin insures positive alignment. 





EXCLUSIVE ERECT IMAGE focusing telescope shows exactly what is seen 
camera lens. Variable five and ten power magnification. fi 





by 









om 
*85% of Professional Motion Pictures Shown Through- 
out the World Are Filmed with Mitchell Cameras 
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| For the finest 


MAGNETIC 


Recording 
Reproducing 
Projection 














A COMPLETE 
SELF CONTAINED 
READY-TO-PLUG-IN 


Recording 
System for... 


SERVICE STUDIOS 
PRODUCERS 
IN-PLANT FILM UNITS 


oz- 


70 ABERTHAW ROAD 


ROCHESTER, N.Y. 
fr ks eee S| 


INDUSTRY 
NEWS 





News briefs of 
industry activities, 


products and progress 








Andre Debrie, French film 


equipment inventor, reports the devel- 


veteran 


opment of a gyroscopic camera which 
can simulate all camera movements 
and allow for a complete rehearsal of 
a scene without moving the camera. 
According to Debrie, key to the 
method is a balanced mechanism with- 
in the camera, and its chief value is 
to save time in camera setups, 


J. Burgi Contner, ASC, has been ap- 
pointed Director of Photography for 
Robert Productions, New 
York. A veteran of New York loca- 
tion shooting for features TV 
films, Contner filmed commercials long 
before the advent of His 
film career was launched by shooting 


Lawrence 
and 
television. 


theatrical commercials and newsreels 
in Lakeland. Florida. 

Contner will photograph and super- 
vise all the camerawork of RLP’s pro- 
ductions in New York and Hollywood. 


The use of exposure indexes higher 
than those published by the American 
Assoication have been a 
of Eastman Kodak 


Company since early 1958 to meet the 


Standards 
recommendation 


special needs of professional and ad- 
photographers. Fa- 
milar to Kodak’s 
long-standing paragraph in its film in- 
struction sheets which states that the 
include 


amateur 
photographers is 


vanced 


exposure indexes given 
a safety factor intended to prevent 
underexposure due to variations in 
equipment and use.” 

Kodak expects that a change will be 
made in its published film ratings 
when forthcoming changes in the ASA 
rating system resulting in new ASA 
tandards are approved. 


Original papers on photographic 
techniques and on photographic appli- 
cations in the medical and biological 
sciences are published in a very large 
number of journals, As a result, the 
Royal Photographic Society of Great 
Britain points out, it is often difficult 


to use the existing literature for the 
solution of both theoretical and prac- 
tical problems. 

The Society has therefore established 
a bibliography which consists of punch 
cards, each of which carries an ab- 
stract of an original article. Almost 
four hundred new cards are added an- 
nually to the punch-card 
files. which embrace over two-thousand 
such classified abstracts. The cards are 
grouped under “Kinematography,” 
“Photography.” “Administration,” and 


Society's 


“Microscopy.” 

With these up-to-date files of com- 
pressed data, the Society’s librarian is 
able to quote the references of papers 
which have a bearing on any problem 
concerned with cinematography or 
photography in medicine or biology. 

The without 
charge to all bonafide inquirers by the 
School of Anatomy, The University, 
Cambridge, Great Britain. 


service is extended 


Whenever a distinguished visitor is 
honored with an official parade and 
reception in Los Angeles, three mo- 
tion picture cameras, operating simul- 
taneously, cover the entire tour. 

According to Lt. John 
chief of the photographic section of the 
Los Angeles Police Department, which 
makes the the thousands of 
feet of black-and-white 16mm film are 
for police use, “It gives us a complete 
record of the event if we need to refer 
to it,” he says. 


Brigham, 


movies. 


A limited exchange of non-exclusive 
licenses and options to license under 
patents relating to automatic exposure 
control systems, including systems used 
on Bell & Howell and Eastman Kodak 
electric eye cameras, has been effected 
in one of two license agreements signed 
recently between Eastman Kodak Com- 
pany and Bell & Howell Company. 
Under the other agreement. Bell & 
Howell acquires a non-exclusive license 
on a double-exposure prevention device 
patented by Eastman Kodak. . 
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IMMEDIATE SERVICE! 



















































































Save Time! Save Money! 


Rent ALL Your Production Equipment 
From BEHRENDS... 
Chicago s Largest 


© CAMERAS © PROJECTORS 
® LIGHTING IK WITH © EDITING 


EQUIPMENT EQUIPMENT 
OPTION 
© SOUND TO BUY! © ANIMATION | 
EQUIPMENT ~ EQUIPMENT 


WRITE FOR CATALOG 





YX Special! WHILE THEY LAST! 
@) @lorfran MASTERLITE 


IN THE BUSINES $! NOW $9 A 7 5 
List Price $36.75 ONLY . 





FORMERLY TELEVISION EQUIPMENT COMPANY 
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COLOR 
IN THE 
ORIGINAL 


Let’s face it, color quality is best attained in the original reel. Attempts to correct spectral warps 

in later generations should be minimized. 

If you are under the illusion that “you can’t always get ideal color balance in the original,” you 

should give serious thought and careful testing to 16mm Ansco Professional Camera Film Type 242. 

Type 242 is a low contrast, fine grain color stock designed specifically for camera use. It produces 

the finest possible print-through characteristics. 

In addition, Type 242 will consistently give flesh tones and red renditions that are markedly 

superior. 

And there’s only one way to find out about Type 242... by using it! 

In comparison tests with other materials you will get significant improvements in color quality 
. . you will know the difference and so will your customers! 

Ansco, Binghamton, N. Y., A Division of General Aniline & Film Corporation. 
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The Producers and Cameramen are the Men who know that Auricon Cameras 
stand for Dependability and Quality in the production of Professional 16mm: 
Sound-On-Film Talking Pictures. he 
_ In addition to Studio filming, Auricon with Filmagnetic Sound is also bisa used for 
Television Newsreel programming of events happening all over the | 
Noiseless operation is the best proof of precision pew and Auricon | 
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“YOU CAN DEPEND ON AURICON I6MM SOUND-ON-— FILM CAMERAS FOR 


PROFESSIONAL 
RESULTS?! 


Write for 
your free copy 
of this 74-page 
Auricon 
Catalog. 








 AURICON 
P  FILMAGNETIC 
AURICON ARE TRADE-MARKS 
OF BERNDOT-BACH., INC. 
a product of 


‘ 


BERND T-BACH, INC. 


SDoo2 Romaine Street, EIOllywood 3s, California 
HOllywood 2-Oo231 











FALL IN FOR THESE Alt 
OUT FALL SPECIALS! 


EXTRA SPECIAL EXTRA! 
AURICON Super 1200 Sound Re- 
corder, 1200 ft. magazine, 
model S variable area galvo, 
NR-40 Custom all AC operated 
mixing amplifier w/power pack, 
mike, headset, cables. List over 
$3600. Slightly used and in like 
new condition. Specially offered 
at idles = $2,750.00 

CAMERAS 
AURICON Pro-200, single sys- 
tem sound, 200’ cap. auto-par- 
allax finder, variable area galvo, 
matching amplifier, mike, head- 
set, cables, batteries, two cases, 
1” £/1.9 lens. Almost like new. 
Value over $1600. Special..$995. 
ARRIFLEX 16mm reflex camera, 
8 volt motor, Pan Cinor model 
70 zoom lens, used, excellent 
condition, special $995.00 
EYEMO 71Q 35mm camera, tur- 
ret, 3 lenses, built in 24 volt 
motor, filter slot, special find- 
er : _......$395.00 
PRO. JR. blimp and sync motor 
use with Cine Special camera, 
geared follow focus, exception- 
ally fine, special $375.00 
PROJECTORS 
HOLMES 35mm sound projector, 
2000’ mags, 1000 watt lamp- 
house, exceptionally fine, less 
amplifier and speaker....$125.00 
RCA 16mm sound projector w 


separate 12” speaker, very fine 
sondition $145.00 





LIGHTS 
COLORTRAN Spot Kit w/3 spots, 
one broad, 4 stands, scrims, 
snoots, Junior converter, case, 
list $315. New closeout..$245.00 
CAMART Combination Par light 
for Par 56/300 or Par 64/500 
watt lamps. Complete w/ sturdy 
telescoping stand, barndoors, 
spill ring, scrim, brand new list 
over $95.00. Special $63.50 
FREZZOLITE portable newsreel 
light w/hi-polish reflector & 
camerabracket, power pack w 
batteries and built in charger. 
List $210.00. New closeout spe- 
cial $167.50 

MISCELLANEOUS 
HOUSTON K-1A pos-neg-reversal 16mm 
developing machine, excellent, 
special $995.00 
HOUSTON mode! 2 pos-neg 35mm de- 
veloping machine, completely recondi- 


tioned $2,295.00 


THE CAMERA MART, INC. 


1845 Broadway 
New York 23, N.Y. 





WHAT’S NEW 


in equipment, accessories, services 











586 





Hi-speed 70mm Camera 


Said to be an entirely new concept 
in 70mm full-frame cameras is the new 
Photo-Sonics 10B rotary prism camera, 
distributed by Traid Corpn.. 17136 
Veniura Blvd., Encino, Calif. 

Camera uses same type prism-shut- 
ter combination which has proved out- 
standing in the company’s 16mm-1B 
and 35mm-4B cameras. The large 
frame format plus high fps camera 
speed offer extra advantages as when 
filming seat-ejection tests, for example. 
where photographers are usually not 
allowed within 2000 feet of the track. 

Missile launching and tracking. re- 
cording the separation of booster mo- 
tors from missiles and rockets, and 
high resolution streak photography are 
just a few of the numerous applications 
for which this camera is designed. The 
model 70mm-10B operates at speeds up 
to 360 fps; picture area per frame is 
214” x 214”. 


1 


J 





Title Hot Press 

Camera Equipment Co., Inc., New 
York, announces the Kensol Hot Press 
for making opaque titles on poster 


board, paper, celluloid or acetate, pho- 
tographs, etc. It is especially suitable 
for making movie titles and cards for 
TV film spots. Prints several lines at a 
time, and will produce 3-D and drop- 
shadow effects in addition to normal 
lettering. 

Stamping head swivels up to 90° 
for “crawl” work and making special 
angular effects. Thermostat controls 
preheating of hot plate. Prices start at 
$450.00. 





Preview Projector 

Paromel Electronics Corp., 3956 W. 
Belmont Ave., Chicago 18. Ill, an- 
nounces a modified DeVry 35mm pro- 
jector, Model 2810 PL3, which pro- 
vides simultaneous projection of 35mm 
picture work print and sound optical 
work print. Optical sound section has 
feed reel mounted at rear of projector 
while takeup is located in modified 
lower section. Picture feed and takeup 
reels remain in normal positions. Unit 
is designed especially for previewing 
TV film, and will accommodate film for 
a full half-hour program. 


200-ft. 16mm Magazine 


Flight Research, Inc., Richmond 1, 
Va., announces its new 200-ft. capacity 
l6mm film magazine designed to in- 
crease versatility of company’s Model 
III and III-B Multidata recording cam- 
eras. Magazine will take film in 50-, 
100- or 200-foot lengths on standard 


Continued on Page 590 
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in the East it’s... 


MOVIELAB 





oe ore Bove cag ALBERTO Ah ts TN 
& J 


DEVELOPING 16mm & 35mm COLOR negatives & intermediates 
ADDITIVE COLOR PRINTING 16mm & 35mm (including A&B) 
COLOR FILM STRIP DEVELOPING AND PRINTING 

BLOWUPS FROM EKTACHROME AND KODACHROME 


INTERNEGATIVES FROM EKTACHROME AND KODACHROME 
KODACHROME SCENE TO SCENE COLOR BALANCED PRINTING 
EKTACHROME DEVELOPING AND PRINTING 


* Also color prints from Ansco, Agfa, Ferrania, Gevaert or from 
any other type of color negative. 





VW/rite for Color Methods Brochure 
MOVIELAB BUILDING - 619 W. 54th ST NEW YORK 19, N. Y. + JUDSON 6-9360 





Nn 





oa 
— 


They pour in from every state and many 
lands, from major film centers and 
rural outposts . . . A single delivery may 
include a Hawaiian teacher’s first 
documentary and a $4,000,000 epic 
filmed in Hollywood. 


Here in Hollywood, in the hub of the 
nation’s film capital, General has been 
privileged to serve the industry's 

top film makers for many years .. . This 
invaluable experience, our unmatched 
skill and personalized service are today 
easily available to enterprising movie 
makers the world over. 


Today's exciting Jet Age snaps its 
fingers at time and space. Wherever you 
are, whatever your needs, General's 
fine film processing facilities* are now 
but a few short hours away. 





*Complete 16 and 35 mm, b/w and color. 


60 GENERAL 


FILM LABORATORIES CORP. 
1546 ARGYLE, HOLLYWOOD 28, CALIF., HO 2-6171 


Send for Bulletin G, which describes the advantages of our new 35/32 mm technique. Price lists and general information gladly supplied. 


AMERICAN CINEMATOGRAPHER 


588 


























You’d know it blindfolded — that 





JUNIOR 
FLUID HEA 


is the undisputed y 
performance champ x 


{t’s smoother, more rugged, better 
engineered, guaranteed leak-proof Simplified 


and locks without “‘diving”’ 


Two piece pan 
handle with infinite 
adjustment 


Adjustable 
tension on tilt 


Positive tilt 
lock 


Our engineers were not concerned with building 

a “popular” model at a price. Their objective — to 

design a Fluid Head that cameramen dream about. 
Ceco’s new Pro Junior Fluid Head is the 

Pan tension 

and lock 

lever 


acknowledged master. Its worth is being proved every 






day — in studios and on location, in tropical 
climates and in the frozen North. 





You'll find yourself getting smoother pan and 
tilt shots, with smooth-as-siik maneuverability when 
you use the incomparable Ceco FLuIp HEAD. Works 
under any conditions with complete versatility. 


If a Model T and a Caddy cost the same—is 
there any doubt which you'd buy—in this case, 
CECO’S PRO JUNIOR FLUID HEAD! 
Your professional status entitles you to the best. 
Come in. See it, try it and judge for 

yourself if we’ve overstated the facts. Can 
you make it today? 


” “eo 


& oor 
7 e 6 
.” % °, 
* ONLY CECO’S FLUID HEAD HAS THESE EXCLUSIVE FEATURES: > 
& 
” » 
es 
1. Silicone Molecular fluid is in one 3. Fits all Professional Junior Tri- 6. Guaranteed leak-proof. All 8. The only fluid head which is 
horizontal chamber. A rotating pods (Baby, Hi-Hat or regular) shafts have double end “O” deal for“use with Arriflex lémm 
disc keeps the fluid equally without the use of special rings. The pan has an extra & 35mm, Bell & Howell Eyemo 
distributed on the internal bear- adapters. trap ring to prevent fluid, which : 3 i 
ing surface during both panning might have escaped the large and Filmo (with or without mag- 
and tilt operations. 4. Geared camera tie-down knob “O" ring, from leaking. azine and motor drives), Maurer 
2. Powerful, positive locking con- simplifies attaching of camera 16mm, Auricon Cine-Voice and 
trol keeps the camera in o fixed to the head. No tools required. 7. Pan and tilt tension control lev- Conversion, Cine-Kodak Special 
position indefinitely, eliminating ers are substantial —not the and the Bolex Cameras, 
the hazard of the camera ‘‘div- 5. Two-place pan handle with in- itty-bitty screw gimmicks that 
ing'’ when unattended. finite angle adjustment. fail when you breathe on them. 
Operating temperature range: 20° below zero to 120° F. 
FRANK C. ZUCKER Forward tilt: 90°. Backward tilt: 50°. Total weight: 8'/, Ibs. ° 
AMERA — UVIPME iT O Tike Additional mechanical drag can be imposed on both e 
es ° pan & tilt by convenient lever locks. 3 
All shafts run on bronze bearings, and shoulder on hardened © 
steel washers, eliminating freeze-ups. e 8 
* 
° Dept. A 315 West 43rd St., New York 36,N.Y. @ JUdson 6-1420 e? 


geared camera 
attaching knob | 


















*CECO—Trademark of 
Camera Equipment CO 








PERFECT PARTNER FOR YOUR CAMERAS! 
“Floating Action Tripods”’ 




























or MOVIE-TV .. . 
or on location. Professionals use 
Floating Action'' Tripods and ac- 
cessories because their flexibiltiy and 
versatility have been job-proven in 
every conceivable shooting set-up. A 
feather-touch ‘‘floats’’ camera to the 
right level . . . velvet-smooth action 
of heads for both pan and tilt . 

leveling without readjusting legs. 
Side arm accessory permits low point 
and overhead shooting. 


eS. 
oe 
a 


in plant, studio, 


NEW!!! shown at left—folding dolly 
ball-bearing wheels, swivel 
locks, brakes and cable guards— 


easily installed on all D & S Tripods. 
Two tripod sizes {all metal). LITERA- 
TURE ON REQUEST TO Dept. AC 


INC. 


DAVIS & SANFORD CO., 


“tripod designers and manufacturers for 20 years” 


25 Avenue E New Rochelle, New York 





COMPLETE MOTION PICTURE EQUIPMENT 


RENTALS 


FROM ONE SouRCcE 
EDITING 


Moviolas ® Rewinders 
Tables ® Splicers 
Viewers (CECO) 


GRIP EQUIPMENT 
Parallels ® Ladders 

2 Steps ® Apple Boxes 
Scrims ® Flags 

Gobo Stands 

Complete grip equipment 


SOUND EQUIPMENT 
Magnasync-magnetic film 
Reeves Magicorder 

Mole Richardson Booms and 
Perambulators 


Portable Mike Booms 
Portable Power Supplies to 
Operate camera and recorde: 


LIGHTING 


Mole Richardson 
Bardwell McAlister 
Colortran 

Century 

Cable 

Spider Boxes 

Bull Switches 
Strong ARC-Trouper 
10 Amps 110V AC 5000W- 
2000W-750W 
CECO Cone Lites 
(shadowless lite) 
Gator Clip Lites 
Barn Doors 
Diffusers 

Dimmers 

Reflectors 


ZOOMAR 35mm 
WE SHIP VIA AIR, RAIL OR TRUCK 


CAMERAS 
MITCHELL 


16mm 

35mm Standard 

35mm Hi-Speed 

35mm NC ® 35mm BNC 


BELL & HOWELL 
Standard ® Eyemo ® Filmo 


ARRIFLEX 


lémm © 35mm 


WALL 


35mm single system 


ECLAIR CAMERETTE 
35mm * 16/35mm 
Combination 


AURICONS 

all medels single system 
Cine Kodak Special 
Mavrer * Bolex 
Blimps ® Tripods 
DOLLIES 

Fearless Panoram 

Me Alister Crab 
Platform © Western 

3 Wheel Portable 


FRANK C ZJUCKER 


C; AIMERA Sell TI ‘Calis 


Dept. A 315 West 43rd Street 
New York 36. N.Y JUdsen 6-1420 
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WHAT’S NEW 


Continued from Page 586 





spools and uses same film transport as 
company’s 800-ft. M-3 magazine. 

The new magazine can be used for 
either pulse or cine operation at speeds 
up io 40 fps. Compactness is achieved 
through use of stacked reel design of 
film chamber. 


Home Movie Synchronizer 


Delobel Enterprises. Inc., 435 No. 
Bedford Dr.. Beverly Hills, Calif., is 
U. S. distributors of the French-made 
Synchro-Cine-Phone which may be 
used with any 14-inch tape recorder to 
produce and play back syne sound with 
any 8mm or 16mm projector. The com- 
pact, efficient unit, 4” x 514” x 314” 
in size, lists for $139.50. Brochure is 
available free. 





Remote-controlled Head 


Houston-Fearless Corp.. 11805 W. 
Olympic Blvd., Los Angeles 64, Calif.. 
announces a new power-driven cradle 
head for use with television cameras in 
inaccessible or dangerous locations. 
Head is powered by dual motors which 
tilt camera 30° up or 38° down, or 
rotate it 370°. The remote control pan- 
el (inset in photo) can be installed in 
any convenient location. + 
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THE FINEST JR. TRIPOD LEGS 


_to_«« 27%) Professional CURVED GROOVE 
m€—<€<€ found only on expensive senior tripods 








| 


Ill 











5.0.5. JR. SHORTY $75 






§.0.5. JR. LEGS 


79 





sos. i. naar °18 





que The S.0.S. Jr. Curved Groove Legs are sturdily con- 
structed. Quality workmanship throughout. heparan sept 
eum Heavy-duty, fine quality hardwood specially treat- EXHIBITED AT 
ed to withstand all climatic conditions. S.M.P.T.E. CONVENTION 
$.0.$. BOOTH +23 
—«9/~ easily support the heaviest 16mm cameras. STATLER HILTON HOTEL, N.Y.C. 
OCT. 5th TO 9th 








euuwes W ili accommodate most tripod heads. 


“The Department Store of the Motion Picture Industry” , 
E 


~~ 
$ 
$T 





5 > 
\ | ( CINEMA CIP Ply CORP 602 WEST 52nd ST., NEW YORK 19, N.Y. ye 
eUVUeVe e Phone: Plaza 7-0440 Cable: SOSOUND thee. 


WESTERN BRANCH—6331 Hollywood Boulevard, Hollywood 28, California—Telephone: HOllywood 7-2124 


<. 





> FOR OTHER EXCELLENT S.O.S. OFFERINGS, SEE PAGE 615 < 
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MITCHELL 


Quiet mechanism makes it ideal for 

most studio or locotion work without a 

blimp. Has all built-in features includ- 

ing dissolving shutter, frame and foot- 

age counters, dual pilot-pin registration 

movement, rackover, four-way mattes, 

etc. 

COMPLETE OUTFIT INCLUDES: 

Mitchell 35mm NC camera with built-in 
features 

28mm f2.0 Cooke Speed Panchro 

35mm 2.0 Cooke Speed Panchro 

40mm 2.0 Cooke Speed Panchro 

50mm f2.0 Cooke Speed Panchro 

75mm 2.0 Cooke Speed Panchro 

Matte Box 

Viewfinder with support bracket 

60 cycle 3 phase motor 

Four 1000 ft. magazines 

Standard tripod with head 

Five carrying cases 


TOTAL LIST PRICE OVER $10,000! 


*6995" 


Immediate Delivery 


Lens 
Lens 
Lens 
Lens 
Lens 





Write for your copy 
of our new catalog, 


showing hundreds 
of items for still, 
cine and aerial 


photography. Large 
section On process- 
ing equipment. 





Some materials are 
from former U.S 
Gov't stocks 
Equipment not listed 
as new or 
reconditioned is used 
All prices f.o.b. our 
warehouse. 


10611 
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CHANDLER BOULEVARD e 


dous savings. 





. . « Professionals the world over count on HOLLYCAM 
for fine equipment at the lowest prices anywhere. Only 
HOLLYCAM can offer such a huge selection at such tremen- 





The 


35mm PILOT PIN 
MOVEMENT 


ow $37 500 


ata 


heart of the sensational 35mm Cunningham camera 


Easily adapted to many uses in animation, titling, instrumen- 
tation, etc. Dual pilot pin registration with double claw pull- 
down provides absolute accuracy of picture positioning. Now 


fraction of original cost. 


A $1000 value! 





MITCHELL 
VIEWFINDERS 


$195" 


3-5 


For a 
limited 
time 





Brilliant 


1-7/8" x 


erect 


field with optical magnifier provides 


16” picture area. Image seen in finder is and 


correct left-to-right 


Complete with set of insert mattes 








sound heads 
reel spindles 













. MOVIOLAS 


Model ULPV35 - 
8x10 preview screen 


List price 
$3700.00 
Like new 


“1930” 


16mm—Picture head with 
Three 16mm optical 


Motor, foot switch, stand and 





Model D - 35mm—3” viewing lens. Foot switch, motor 
and reel spindles Pas ER a Tee ers 189.50 
Model UDS - 35mm—35mm picture head, 35mm optical 
sound 3” viewing lens, stand, motor and reel spindles...... 595.00 
Model UDS-Mag—Same as UDS, also has magnetic sound 
pickup tee aaa ... 695.00 
Model UD2S—Same as UDS but with 2 sound heads..... 750.00 
Model UD4S—Same as UDS but with 4 sound heads...... . 995.00 
Model $C—35mm Projection Moviola. Has projection head 
in place of viewing screen. With composite 35mm optical 
sound. Separate sound head for 35mm optical or magnetic, 
or,” tape acenniiisniias — hilenntiennllindssatint 795.00 
All Moviolas also available with any combination of 


screen, optical or magnetic sound. Write about your needs. 





















ANIMATION STAND 


SCENE SLATES | NEUMADE 16mm 
nell Mio | ay REWINDS 
—- on Eg By vy Heavy duty. 2000 ft. capacity with 
Heavy duty, metal bound tension adjustment. Brand new 
List $15.00! 1 geared & 1 dummy 
ONLY $qss end, per set ~ 50 
2 geared ends 
A $12.00 valve. per set $14.95 NEW 
NATIONAL CINE Designed to support entire camera assembly with absolute 
rigidity in all positions Camera and elevator carriage 


mounted on two 10 ft. heavy steel columns. Elevator carriage 
is the platform to which the camera and motor are attached. 











HOLLYWOOD CAMERA CO. 


NORTH HOLLYWOOD °e 


s 00 Fully counterbalanced, and equipped with override safety 
COMPLETE switches. Main table is 46” wide, 36” deep. The animation 
table, fitted with Acme pegs, is 94%,” x 134%,%, and moves 
Original list price is over $12,000 sideways, 12” back and forth. Fully reconditioned 
Develop your own movies immediately COMPLETE 
STINEMAN 16mm All stainless steel. Loading and processing 
ore fast and simple and there are no mov- os 50 
ing parts. Very little solution required 
DEVELOPING OUTFIT Save money and get brilliant, scratch-free 
films. 200 ft. reel, 3 tanks. List $195.00. 


All equipment is guaran 
teed to be as adver 
tised. Check with order 
please, or 25% de- 
posit, balance on 
delivery. Purchase 
orders welcomed trom 
D&B rated firms 
Minimum order $5.00 





CALIFORNIA 
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SALTAR 


... professional standard 






for 35mm and 16mm 
cinematography 


HOLLYWOOD 
TELEVISION 
_ ry » MILITARY 
INDUSTRIAL 
TECHNICAL 
COMMERCIAL 


More professional footage is filmed with Baltar 
than with any other lens. It will pay you to keep 
this in mind on your next important assignment. 
Order from your professional camera manufac- 
turer, or WRITE to Bausch & Lomb Optical Co., 
30046 “Martin St., Rochester 2, N. Y. 





Academy of Motion Picture Arts and Sciences 


STANDARD EQUIPMENT Honorary Award for Optical Service to the Industry 


on world-famous Mitchell 35mm and 
16mm cameras for professional cine- 


matography. “85% of the motion pic- BAUSCH 6 LOMB 


tures shown in theatres throughout 


the world are filmed with a Mitchell” VW 
SINCE 1853 
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UHLER 16mm Cine Printer 





Makes copies of 8mm and lémm, 
pictures in color or black-ond-white 


oted, no batteries required 


sound and silent 
All A.C. oper- 
400 ft. feed 


ond take-up arms. Sturdy cast aluminum construction. 


$195.00 f.o.b. Detroit 


UHLER Professional Printers 





UHLER COMBINATION 16MM 
continuous printer for sound and picture 


$775.00 





35-16MM OPTICAL REDUCTION & 


ENLARGING PRINTER 


$2,475.00 F.O.B. Detroit 


Reduction & Enlarging 16-8MM 
Combination 35MM Continuous 


Reduction & Enlarging 35-16MM 


Cineradiographic Printer for 
35-16MM 


Prices: F.O.B. Detroit 


$1,295.00 
$1,445.00 
$2,475.00 


$2,275.00 


UHLER CINE MACHINE CO. 


Write for further information 


15762 Wyoming Ave., Detroit 38, Mich. 


Ph.: UNversity 1-4663 
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PHOTOGRAPHIC 
ASSIGNMENTS 


WHAT THE INDUSTRY'S CAMERAMEN WERE SHOOTING LAST MONTH 


ASTER SKS INDICATE TELEVISION FILMS 





ALLIED ARTISTS 


Henry Cronyacer, “Raymie and the Barra 
cuda” with David Ladd. Frank McDonald, 
director. 
Arcuie Datzett, “The Hypnotic Eye” with 
Jacques Bergerac and Allison Hayes. George 
Blair. director. 
AMCO STUDIOS 

ALay Strensvotp, ASC, “Police Station”* 
“Congressional Investigator’* (Sandy How- 
ard Prods.) Sandy Heward, director. 

AMERICAN NATIONAL 


Monroe Asxins. RicHarp RAw.ines, “Lock- 
up * (Ziv-TV) with MacDonald Carey. 


Bor Horrman, Curr Ferrers. RicHarp 
Rawtines, “Bat Masterson”* (Ziv-TV) with 
Gene Barry. 


Monroe Asxins, Bop Horrman, “This Man 
(Ziv-TV) with Keith Andes. 


Lioyp Knecutet, ASC, Commercials 


Wittram Waurtiey, ASC, “Space”* (Ziv- 
TV) with Bill Lundigan. 


Monroe Askins, Curt Ferrers, “Chal- 
lenge”* (Ziv-TV) with George Nader. 


CALIFORNIA STUDIOS 


Nick Musuraca, ASC, “The Lineup”* with 
Warner Anderson and Tom Tully. 


Dawson” * 


Stuart THompson, ASC, “Have Gun, Will 


Travel”* with Richard Boone and Kam 
Tong. 
Freet Soutucorr, “Gunsmoke™* with James 


Arness and Dennis Weaver. 
CASCADE PICTURES 
Etwoop Brepett, ASC, Commercials* 
WitttaAm Skat, ASC, Commercials 
COLUMBIA 


Cuarves Lane, Jr., ASC, “The Franz Liszt 
Story” (¢ *Scope & Color: Goetz Picts.) 
with Dick Bogarde and Capucine. George 
Cukor. director. 


CuHarLes Wetsorn, “Alcoa Goodyear Thea- 
tre’* (Screen Gems): “Manhunt”* (Screen 
Gems) with Victor Jory and Patrick Me- 
Vey. Fred Jackman, director. 


* 


Invinc, Lippman, “Tightrope’* (Screen 


Gems) with Michael Connors. 


Gert ANpeRSEN, ASC, “Donna Reed Show”* 
(Screen Gems) with Donna Reed. Oscar 
Rudolph, director. 


Oswatp Morris, “Our Man in Havana” 
(Kingmead Prods.; C’Scope; shooting in 
Havana) with Alec Guinness and Maureen 
O'Hara. Carol Reed, director. 


Freo Gatery, ASC, “Father Knows Best”* 
(Screen Gems) with Robert Young and 
Jane Wyatt. Peter Tewksbury, director. 


Jack Hitpyarp, “Suddenly, Last Summer” 
(Sam Spiegel Prods.; shooting in London) 
with Elizabeth Taylor and Montgomery 
Clift. Joseph Mankiewicz, director. 


Henry Frevuiicu, ASC, “Dennis the Men- 
ace”* (Screen Gems) with Gloria Henry & 
Herbert Anderson. 
Burnett Gurrey, ASC, “Mountain Road” 
(WideScreen): with James Stewart. Daniel 
Mann, director. 
Witkie Cooper, “Gulliver's Travels” (UI- 
Morningside World-Wide, S.A.; shooting in 
Spain) with Kerwin Matthews and Jo Mor- 
row. Jack Sher, director. 
Cuaries Lawton, Jr., ASC, “The Gene 
Krupa Story” (Philip A. Waxman Picts.) 
with Sal Mineo and Susan Kohner. Don 
Weis, director. 
Harry Srrapuinc, ASC, “Who Was That 
Lady?” (Ansark-Sidney Prods.) with Tony 
Curtis and Dean Martin. George Sidney, 
director. 
Witrrep Cine, ASC, “Because They're 
Young” (Drexel Films) with Dick Clark 
and Michael Calan. Paul Wendkos, director. 
Puitre Tannura, ASC, “Man from Black- 
hawk”* (Aleoa Theatre: Screen Gems) with 
Robert Rockwell. 

DESILU STUDIOS—Culver City 
Lucien Anpriot, ASC, “U. S. Marshall” 
(Desilu Prods.) with John Bromfield. 
Pau. Ivano, “Man with a Camera™* (Desilu 
Prods.) with Charles Bronson. 
Cuartes Van Encer, ASC, “Betty Hutton 
Show”* (Desilu Prods.) with Betty Hutton. 
Richard Kinon, director. 

DESILU STUDIOS—Gower 

KennetH Peacu, ASC, “Lassie”* (Jack 
Wrather Prods.) with June Lockhart and 
John Provost. 
Rosert PLtancx, ASC, “The Millionaire”* 
James Sheldon, director. 


Rosert Hauser, “Wyatt Earp”* (Desilu 
Prods.) with Hugh O'Brien. 
Pau. Ivano, “The Texan”™* (Desilu Prods.) 


with Rory Calhoun. 


CHARLES StrRAumMER, “The Untouchables”’ 
(Desilu. Prods.) with Robert Stack and 
Jerry Paris. 

Rosert Pitrrack, ASC, “Ann _ Sothern 
Show*” (Desilu Prods.) with Ann Sothern. 


DESILU STUDIOS—Hollywood 
Rosert pe Grasse, ASC, “Danny Thomas 
Show”* (Desilu Prods.) with Danny Thom- 
as, Sheldon Leonard, director. “Love and 
Marriage”* (Desilu Prods.) George Ab- 
bott, director. 

DISNEY STUDIOS 

Russet, Hartan, ASC, “Pollyanna” (Shoot- 
ing in Napa Valey) with Jane Wyman and 
Richard Egan. Bavid Swift, director. 
Lucien Batiarp, ASC, “Elfeco Baca”* with 
Robert Loggins and Robert Simon. William 
Beaudine, director. 
Gorpon Avirt, ASC, “Swamp Fox”* with 
Leslie Nielsen and Barbara Eiler. 

Continued on Page 598 
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OUR EXPERIENCE IS YOUR KEY TO 


SERVICE & DEPENDABILITY 





CAMART DUAL 
SOUND EDITOR 
Model SB-111 


Complete with optical sound re- 
production head (or choice of 
magnetic sound) baseplate, ampli- 
fier-speoker. For single or double 
system sound. Easy to handle. 
No twisting film. An unbeatable 


combination with the Zeiss Movi ARRIFLEX 16 


scop 16mm _ precision viewer 





sharp, brilliant 2'%x3', picture 16mm and 35mm cameras in stock for 

Dual Reader, less immediate delivery. Arriflex 16mm and 

ee $195.00 35mm _ soundproof blimps available 

Zeiss Moviscop Viewer 89.50 pte ; oo 

Special-Reader- Viewer 400 magazines Synchronous motors 
Combination 269.50 New and used 

















NEW | 
DESIGN 
FILM BIN a | 
WITH 
RACK 


< 














® Rectangular Construction Measures 


BARDWELL CAMART BABY DOLLY 30x24%12 
e ts easily into corners 
McALISTER LIGHTS Only a four wheel dolly will provide the balance e ‘wae to a strips of film 


and stability required for professional production. @ Hard vulcanized fiber with reinforced 
Complete stock of 750 to 1000 Adjustable seat for Cameraman; platform accom- metal frame 
watt spots and accessories modates assistant JnsGsctiecioleatesa sg © Complete bin-rack, linen bag $45.25 
From $81.00 Dolly Tracks Available With easy to roll wheels 51.75 





ECCO 
FILM CLEANER 
No. 1500 


Cleans, conditions 
and lubricates your 
film in one ecsy 








‘ Oo 
i operation. 
ECCO No. 1500 applicator $40.50 
CAMART EDITING ECCO No. 1500 cleaning fluid gal. 9.00 
TABLE ECCO No. 2000 negative cleaning fluid gal 6.50 





al 


conor 


Custom built all-welded steel con 


CAMART TIGHTWIND struction, genuine formica top. 


Built in light well with \/, 
ADAPTER frosted plexiglass, cover, drawer 
electric box, bottom rack. Meas- 
ures 24x30x60 $99.50 












@ Eliminates cinching or abrasions. 
Winds film evenly — NO HOLDING 


@ Fitted to any 16 or 35mm rewind. Other sizes to your specifications 


Pri t 
@ Only tightwind operating on BALL- — 


BEARING roller ...$29.00 


ue CAM 











1845 BROADWAY (at 60th St.) NEW YORK » PLaza 7-6977 « (Cable: Cameramart 
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AROUND THE WORLD WITH MAGNASYNC 





kenya 


Deep in the interior of the 

“Dark Continent’, just a few miles 
south of the equator, Armand Dennis 
guides the modern studios of East 
African Film Services of Nairobi, 
Kenya. The studios are completely 
equipped with the internationally 
famous Magnasync-Magnaphonic 
sound systems. 


Photo at left shows the shooting 

of a scene for an African advertising 
film. Renato Spinotti is on camera, 
and Roger Norton operates the 
Magnasync Type | recorder. 





East African Film Services find the portability 
and reliability of the 1742 mm Type 1, 
Series 702 essential not only for studio 
work, but on location ...where extreme 
environmental conditions prevail. Other studios 
and producers in Africa using Magnasync are: 





Dept. of Information........ Nairobi, Kenya 
David Millin....... Cyrildene, Johannesburg 
Pan-African Film Services........ Cape Town 
Messrs, B. & G. Cholakian. .Omdurman, Sudan 
Dept. of Information...... Kampala, Uganda 
Sudan Film Unit, Ministry of 

Information & Labor ...... Khartoum, Sudan 
Sp ae SP Xing baneaeecewe Tripoli, Libya 


Write, wire or phone 


MACHASYAC MAGNASYNC MANUFACTURING CO., LTD. 























_ -- . me Tp: Sad > . ‘6 oi WATE? 
5516 Satsuma Ave.. North Hollywood. Calif. ¢ TRiangle 7-5193 ¢ Cable “MAGNASYNC 
| agegoleonsc ) 
SOUND SYSTEM International leaders in the design and manufacture of quality film recording systems 

| CHICAGO, Zenith Comera Service, Inc. LOS ANGELES, Birns & Sawyer Cine Equipment; NEW YORK, Comera Equipment Co.; SAN FRANCISCO, Brooks 

i smera Co.; AUSTRALIA, Sydney, New South Woles, Sixteen Millimetre Australia Pty. Ltd.; BELGIUM, Brussels, $.O.B.A.C., S.A. (Societe Belge D’Applications 

DEALERS ; Cinemotographiques}; BOLIVIA, Lo Paz, Caso Koviin; BRAZIL, Rio de Joneiro, Mesbla, S.A.; CANADA, Toronto, Onterio, Alex L. Clork, Ltd.; DENMARK, 
' “openhagen, Kinovox Electric Corp.; ENGLAND, London, W-1, Delane Lea Processes, Ltd; HONGKONG, Supreme Trading Co.; INDIA, Bombay, Kine Engin- 

JAPAN, Tokyo, J. Osawa & C Ltd; PAKISTAN, Korachi 3, Film Factors Ltd; SWITZERLAND, Zurich 7/53, Rene 


eers; ITALY, Rome, Reportfilm S.R.L.; 
| Boeniger; THAILAND, Bangkok, G. Simon Radio Co., Ltd 


6-minute 16MM sound film “Planning an integrated sound system.” Available for loan, free, on request. 
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there's 


SYSTEM 


to success 


2 


[\ [Rn 


THE CHOICE OF PRO 


The Arriflex 16 is a system camera 
because it has been designed from 
its inception to perform as a hand 


camera, studio and sound camera. 


Skillful planning, meticulous crafts- 
manship and superb engineering 
skills have made this versatile mo- 
tion-picture camera and its acces- 
sories the choice of professionals 
all over the world. 


There’s no secret about the Arriflex 
16 “system’’ for success nor the 
names of the thousands who are 
making profitable use of it. Write 
for literature that details it all. 












roneoy-a-20)-) Berek, me) 0.8 2.08 or.) 


257 PARK AVENUE SOUTH. NEW YORK 10 N Y 


1959 


For Sale, Rent or Lease through your Franchised Arriflex Dealer 










and the 
re versatile 


FaLESXaliG 


SIN Fal ALL OVER THE WORLD 


has got it! 

































** 11'S A HAND CAMERA! 
Weighing only 6% Ibs., the com- 
pact Arriflex 16 is a pleasure to 
carry, set-up and operate. And no 
other hand camera has all its pro- 





fessional features! 


* IT’S A STUDIO CAMERA! 


The simple addition of component 
Arri accessories (400 ft. magazine, 
synchronous motor and tripod) 
quickly transtorms the versatile Arri- 
flex 16 into an ideal studio camera. 
Its easy set-up and take-down fea- 
tures makes it o perfect “one man” 





camera, 


* IT’S A SOUND CAMERA! 


By placing the camera and magazine 
in the Arri 16 Blimp it is a full-fledged 
sound camera with all important 
camera features, like thru-the-lens- 
focusing, Operated from the outside. 
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16-35mm SUPER-SPEED 
CINEMATOGRAPHY 


LENS BANK 
Whatever your professional lens need 
» +.» Whatever your camera... B & J 
can provide you with instant action 
from a vast selection of thousands of 
optics . . . Cinematography Lenses & 
Mounts of every speed & size. 


All Lenses are sold on a 15-day Free Trial— 
Unconditionally Guaranteed! 


An Experienced Research 
Optical Assembly Lab— 
expertly handles all cus- 
tom Lens problems... 
Customers include Ford, 
R.C.A., G.E., A.E.C., ete. 
Free New 132 pg. B & J Lens & Optics Catalog. 
BURKE & JAMES, INC 


21S. Wabash Olalion t-lom SM lillalele 4 


AC 1059 


NEW 


TIME-LAPSE CAMERA MOTOR 


BUILT BY MEN WITH 25 YEARS EXPERIENCE 
STOP MOTION 
ANIMATION 


‘Sw PRICE $6938 


ONE YEAR GUARANTEE 













1. POWERFUL MOTOR WITH INTERNAL BRAKE 
N ALUMINUM CASE 

2. MOTOR SWITCH: INTERMIT TENT-CONTINUOUS 

3. LIGHT SWITCH: INTERMIT TENT-CONTINUOUS 

4. LIGHT (OR RELAY) OUTLET 

5. REMOTE CONTROL INLET (SWITCH OR TIMER) 

6. STANDARD TRIPOD THREAD ON BOTTOM 

7. CONNECTS WITH CAMERA BY PLASTIC TUBING 


ROLAB 


PHOTO-SCIENCE LABORATORIES 
SANDY HOOK, CONNECTICUT 


OTHER ROLAB PRODUCTS: CAMERA TIMERS 
(INTERVALOME TERS), MICROCINEMA APPA- 
RATUS, ETC. (FOR SALE OR RENT) 


FAMOUS Ready-Eddy FILM COMPUTERS 
( SECONDS-MINUTES-F EET-FRAMESETC) 
THOUSANDS = 
IN USE ALL 
OVER THE 
WORLD 


16/35 on 8/16 


$22 $i 


AT YOUR DEALER OR AT READY-EDDY, SANDY HOOK, 
CONNECTICUT 
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PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 594 


Harry Waxman, “The Swiss Family Robin- 
son” (Panavision & Tech.: Buena Vista re- 
lease: shooting in B. W. 1.) with John Mills 
and Dorothy MeGuire. Ken Annakin, di- 


rector 
FOX WESTERN AVENUE 


James Van Trees, ASC, “The Many Loves 
of Dobie Gillis’* with Dwayne Hickman. 
Rod Amatequ, director. 

Lioyp Anern, ASC, “How to Marry a Mil- 
tionaire’”* with Barbara Eden, Merry Anders 
and Lisa Gaye. Danny Dare, director. 


GENERAL SERVICE 


Harotp Lipstetn. ASC, “Adventures of 
Ozzie & Harriet™* (Stage 5 Prods.) with 
Ozzie, Harriet, David and Rickey Nelson. 
Ozzie Nelson, director. 

FravK Repman, ASC, “Perry Mason”* 
(CBS-TV) with Raymond Burr and Bar- 
bara Hale. 

Merepiru Nicuorson, “Border Patrol” 
(Gallu Prods.) with Richard Webb. John 


Peyser, director. 
GOLD MEDAL STUDIOS—N.Y. 


J. Burnet Contner, ASC, “Pretty Boy Floyd” 
(Le-Sac Prod.) with John Eriscon. Herbert 
Leder, director. 


GOLDWYN STUDIOS 


Norbert Bropine, ASC, Eucene Pottiro, 
“Loretta Young Show”™* (Lewislor Prods.) 
with Loretta Young. 

INDEPENDENT 
Borts Kaurman, ASC, “The Fugitive Kind” 
(Jurow-Shepherd Prod. for UA; shooting 
in N.Y.) with Marlon Brando and Anna 
Magnani. Sidney Lumet, director. 
James Seetey, ASC, Missile Test Project 
RCA Atlantic Missile Range, Cape Canaveral, 
Fla. 
Morris Hartzpanp, “Brenner”’* (Kenco; 
shooting in N.Y.) with Ed Binns and James 
Broderick. Gerald Mayer and Herman Hoff- 
man, directors. 


LeoNARD CLAIRMONT, “Kirby's Gander” 
(Tiger Prods.: color: shooting in Canada) 
with James Brown and Frances Rafferty. 
Edw. Dew, director. 


Joun Arron, “Elmer Gantry” (Eastman 
color: Elmer Gantry Prod. for UA release) 
with Burt Lancaster and Jean Simmons. 
Richard Brooks, director. 

WitttaM Cioruier, “Alamo” (Todd-AQO; 
Batjac Prod. for UA; shooting in Texas) 
with John Wayne and Richard Widmark. 
John Wayne, director. 

Srantey Cortez. ASC, “Invasion of Mars” 
(Cinemagic & Eastman color; Sino Prod.) 
with Gerald Mohr and Nora Hayden. Ib 
Melchior, director. 

losepH Brun, ASC, “The Southern 500” 
(Darlington Films for Howco Int.: shoot- 
ing in S. C.) with Rory Calhoun and Alan 
Hale, Jr. Paul Helmick, director. 


CrarK Ramsey, ASC, “The Choppers” (Rush- 
more Prods.) with Tom Brown and Mari- 
anne Gaba. Lee Jason. director. 

Ray Srurcess, “A Terrible Beauty” (Cine- 
World Prods. for UA release; shooting in 
Ireland) with Robert Mitchum and Dan 
Herlihy. Tay Garnett, director. 

Ernest Laszto, ASC, “Tormented” (Chev- 
iot Prods.) with Richard Carlson and Susan 
Gordon. Bert I. Gordon, director. 


KTTV STUDIOS 
Jack Marta, “Rescue 8”°* (Cinefilm Inc.) 
with Jim Davis and Lang Jeffries. Robert 
Walker, director. 
METRO-GOLDWYN-MAYER 
Josepu Rutrenperc, ASC, “The Subterran- 
eans” (C’Scope & Color) with Leslie Caron 
and George Peppard. Randal MacDougall, 
director, 
Rosert Bronner, ASC, “Please Don’t Eat 
the Daisies” (C’Scope & Color) with Doris’ 
Day and David Niven. Charles Walters,, 
director, 
Puitip Larurop, “Peter Gunn”* (Spartan 
Prods.) with Craig Stevens and Lola AI- 
bright: “Mr. Lucky”* (CBS-TV). 
HarKNess SmiruH. “Philip Marlow”* (Jack 
Chertok Prods.) with Phil Carey. 
Ray Foster, ASC, Commercials* 
Paut Vocer, ASC, “The Gazebo” with 
Glenn Ford and Debbie Reynolds. George 
Marshall, director. 
Wituiam Marcuties, “Not for Hire’’* (Calif. 
National Prods.) with Ralph Meeker. 
Dace DeverMaAn, “One Step Beyond”* with 
John Newland. 
WiitiamM Spencer, “Fibber McGee and Mol- 
ly’* (NBC-TV) with Bob Sweeney and 
Cathy Lewis. 
N.B.C. 
Aran Srensvotp, ASC, “You Bet Your 
Life”* with Groucho Marx. Bob Dwan and 
Bernie Smith, directors. 
PARAMOUNT 
Lester SHorr, ASC, “Bonanza”* (NBC-TV) 
with Michael Landon and Dan Blocker. 
Rozert Surtees. ASC, “Boy of Naples” 
(Scribe Prod.: VistaVision & Technicolor: 
shooting in Rome) with Clark Gable and 
Sophia Loren. Mel Shavelson, director. 
Atpo Tonti, “Savage Innocents” (Magic 
Films; shooting in Canada) with Anthony 
Quirm and Yoko Tani. Nicholas Ray, direc- 
tor. 
REPUBLIC STUDIOS 
Greorce Diskant, ASC, Exitis Carrer, ASC, 
Water Srrence, ASC, “Robert Taylor De- 
tective”* (Four Star Prods.) with Robert 
Taylor. 
Guy Roe, ASC, “Dick Powell's Zane Grey 
Theatre” (Four Star Prods.) with Dick 
Powell. 
Cart Guturiz, ASC, “Richard Diamond, 
Private Detective’”* (Four Star Prods.) with 
David Janssen. 
GLtenn MacWirttams, ASC, “The Plains- 
man”* (Four Star Prods.) with Michael 
Ansara, 
Georce Diskant, ASC, “June Allyson 
Show”* (Four Star Prods.) with June 
Allyson. 
Guy Ror, ASC, “Black Saddle”* (Four 
Star Prods.) with Peter Breck and Russell 
Johnson. 
CuHarces Burke, “Wichita Town”* (Four 
Star Prods.) with Joel McCrea: “Johnny 
Ringo”* (Four Star Prods.) with Don Dur- 
ant and Karen Sharpe. 


* 


Howarp Scuwartz, “The Rifleman”* (Four 
Star Prods.) with Chuck Connors and John- 
ny Crawford. 


Emmetr Berenoiz, “Troubleshooters”* 


(Filmaster Prods.) with Keenan Wynn and 

Bob Mathias, Robert Altman, director; 

“Death Valley Days’* (Filmaster Prods.) 
Continued on Page 636 
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We are proud HN) secestha sions 
to offer 
the newest, 
most complete 
motion picture 
equipment 
rental catalog 


available 


@ CAMERAS — 16 & 35MM 
@ SOUND RECORDERS 


- TAL CAT . y , : . 
L 

@ EDITING EQUIPMENT _ OG No. 3 

@ LIGHTS = — 


@ INSTRUMENTATION CAMERAS 
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0 
_ The whole secret of good color 


photography is right here... 





GENUINE 


Walz — 
NORWOOD 


Super Director 


Exposure Meter 














High-Fidelity Color Exposures are now yours everytime 
— Automatically! — The three-dimensional Incident Light Nor- 
wood Heliosphere assures you of the absolutely correct ex- 
posure setting under all conditions with one quick reading. 
The exclusive Norwood Heliovalve gives you an automatic 
direct-reading f: stop for pre-adjusted film and shutter 
combinations. 

No wonder the new NORWOOD is the favorite of Holly- 
wood professionals!!! 


The world’s only genuine Norwood Exposure Meter now 
made! The Automatic Norwood Super Director made by 
the Walz Company, is the new invention of Mr. Donald 
Norwood, world-famous inventor of the Norwood system of 
three-dimensional incident light exposure control. 


Includes Norwood Meter, 
95 Case, Neckstrap, 3-D In- 
cident Light Heliosphere, 


Reflected Light Heliogrid, 
Walz 





COMPLETE Automatic Heliovalve. 


pul. ul MOVIE METER 


Smm 
MOVIE EDITOR 


Easiest-to-use movie meter. 
Direct reading f:stop for movie 
cameras. No dials! No calcula- 
tions. Pre-set for Daylight Koda- 
chrome, Type A Kodachrome and 
Anscochrome. 


Ultra-precision compact folding ed- 
itor. Geared rewind. Bright, sharp 
screen. Built-in marker, focuser, 
framer with Quicksplice. 


$5.95 


ease... $1.35 - 


Walz. MOVIE TIMER 


Attaches directly into cable. re- 
lease. Adjustable from 5 to 20 sec. 
Signals START when timer activates 
shutter. Cuts shutter off at pre-set — 


time. 


$19.95 \ $6.95 with case 





$34.95 


wal OPTICAL 

c —< SUPERIMPOSER 
TITLER and WIPER 
OUTFIT 





Attach to movie camera and 
use at the same time as the scene 
is being photographed. Very 
simple to use. Fully complete with 
accessories, 





EXCLUSIVE U.S.A. IMPORTER........ U. S$. PHOTO SUPPLY CO. INC., 6478 SLIGO MILL ROAD, WASHINGTON 12, D. C. 
EXCLUSIVE CANADA IMPORTER... MAIKO OPTICAL & PHOTO PRODUCTS, 1765 KEELE STREET, W. TORONTO, ONTARIO 
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The firet low-priced NOW— FOUR BIG NEW FEATURES ,,. NOW 
TRIPLE-DUTY over-all height, vertical post 76” 97” 


— over-all length 62” 102” 
titlestan 
and zoom range to tabletop 1-12 field 1-18 field 
product stage zoom range to floor 1-24 field 1-30 field 
for 


all filmakers 


7 
The TRIPLEX stand compiete 


Basic Stand with camera, is now available for monthly rental. 


$895 Write for complete information. 
Complete as shown $1595 








3 — IN DIAGONAL POSITION 
Columns can be locked at any 
angie between horiz. and vert 





2— IN HORIZONTAL POSITION for angular zooms in on table 
For zoom titles, copy and which is locked im horiz 
Product and puppet stages Position 








Magic “Mylar” N 
F & B Butt Splice & Film Repair Blocks a < ooo ian UcADM aa, a 


portoratiens one offen you 'e LARGEST CAPACITY 
6-10 amp. hours 
SMALL-LIGHT- 


These excellent Diocks make 
butt splicing and repairing 
damaged film str simple as 
A-B-C. Easy to use, no com 
- ated parts, and s Jiy con 


single frame. Comes in trans 
parent for film, opaque for 
magnetic film. Splice wi 



















ucted they are ava ab e in never come part and per 
the following mode's ations toy ara y re 6 02. per 1.25 v.cell 
ad w fa A 
Model B-16 for 16mm Transparent a Film INDESTRUCTIBLE 
“ does per roll | Can be stored 
— B-35 for 35mm l6mm_ Single Perf $ 6.00 ; et . 
salt oe 'c 12.50 16mm. Double Pert $:00 | indefinitely in any 
vee ombination 35mm 11.00 <a° 
ock for 16mm — _ ‘ condition 
35mm. and te tape 24.50 ee SAFE —No Acid Spray 
35mm © 0.00 or corrosion 
CHARGES EASILY— 
To 90% in 20 minutes, 
and 100% in 


























30 minutes 
RETAINS 70% CHARGE — 
After 1 year’s storage 








NEW IMPROVED 
kl Hall 7s F & B CAMERA SLATE 


Here at last is the new F & B Camera Slate designed to 


NN 
professional specifications. Look at some of the exclu- y 








sive features: Permanently attached ring-mounted num- 

bers e Spring-loaded hardwood clapstick e Sturdy ADD WATER — Only a few drops 
masonite construction e Erasible hard slate finish ONCE A YEAR 

e Large 12” x 16” size PERMANENT ELECTROLYTE — 30% solution of 


4 < € € <€ <€ “ . $29.50 NOW... Potassium Hydroxide 
Reg $29.5 0 $14.95 Batteries are supplied ina 
: metal case with a leather carrying strap and plug. 


72 Volt—Power-Mite batt 
MILLER FLUID DRIVE HEAD ee $ 85.00 


: ( 
Model D medium duty) $150.00 15 Volt—Power-Mite battery 
Swivel leveling joint 59.50 
Pro Head (heavy duty) 299.50 (12 cells) ; $135.00 
Fits all Tripods. Write for complete information and literature NOW. Attached voltmeter—optional $ 20.00 
F & B proudly announces the exclusive distribution of BF bd geen nteogedin: = opt ptt gS Ry Ry 
the Miller Fluid Heads in the Eastern United States. The Miller Head is the features listed are absolutely guaranteed by F & B. The 
_ . Power-Mite nickel cadmium battery is unconditionally guar 
the world’s finest precision built hydraulic drive pan head, and is designed anteed for one full year 





a“ ' for super-smooth panning and tilting. Can be used with any movie camera SPECIAL BATTERIES CUSTOM-BUILT TO YOUR ORDER 


FLORMAN & BABB, INC. 


68 West 45th Street, New York 36, New York - MUrray Hill 2-2928 
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U.S. GOVERNMENT SURPLUS 
EQUIPMENT 


Fully Reconditioned — Fully 
Guaranteed 


BELL & HOWELL mode! 179, sound projector, 
separate 12” speaker, excellent ....$195.00 
BELL & HOWELL mode! 159 sound projector, 
separate 12” speaker, excellent ....$175.00 
AMPRO 16mm sound projector with separate 
speaker, excellent condition $145.00 
DEVRY 35mm model XD sound projectors, 
amplifier, speaker, four-legged stand, 2000’ 
cap. complete pair $695.00 
Single Projector w/amp & speaker ..$395.00 
MOVIOLA model D 35mm silent picture on 
3” glass, w/take-ups, foot pedal, counter 
$169.50 

Without counter $149.50 

BELL & HOWELL mode! 198A 16/35mm hot 
splicers, excellent, list $329.50, special 
seid $179.50 
BELL & HOWELL |6mm Filmotion viewers 
list $93.00, special $ 45.00 
ACE 35mm Rotary viewer w/counter, very 
fine, special $125.00 
NEUMADE Single 35mm measuring machine 


bahay $ 35.00 
NEUMADE 2/16 or 2/35mm_ measuring 
machine $ 65.00 


NEUMADE Rewinds 35mm, 1000’ cap, bolt 
or clamp to work area, includes detachable 
clamps. Brand new, special, pair .$ 9.95 
MITCHELL adjustable-matte viewfinders for 
Standard or NC, chrome, list over $350. 
Specially offered at $195.00 


ill prices are FOB New York, Cash or 25% 
with order, balance COD. 


REMEMBER THE NAME , 
CAMERA-TRONICS, INC. 


P.O. Box 454, Wall St. Stn., New York 5,N.Y. 


TECHNI 


CAL 


QUESTIONS & ANSWERS 


Conducted by Walter Strenge, A.S.C. 











Q UESTIONS relating to cinematog- 

raphy or other phases of film pro- 
duction are invited from readers and 
will be answered by letter by Walter 
Strenge or by other qualified mem- 
bers of the American Society of Cine- 
matographers. Questions and answers 
considered of general interest will 
appear in this column.—£d. 

















FILM 
LABORATORIES 


Established 1949 






16mm Film Developing 
and Printing 


16MM ANSCOCHROME 
16MM B&W REVERSAL 
16MM B&W NEGATIVE 
16MM B&W POSITIVE 


...NOW... 
FASTAX IN COLOR 


A.S.A. 100, 200 AND 400 


350 West 50th Street 
New York 19, N. Y. 
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In the realm of animation, what is 
meant by “field” ?—W.H.P., Aus- 


tin, Texas. 


inswer: “Field.” in animation termi- 
nology, is a term used to define the 
boundaries of an area to be animated 
or photographed. 


Although the dimensions of a “field” 
may be arbitrary, the industry general- 
ly uses the Acme system, which defines 
a field unit as the equivalent of 1-inch 
in width. Any field number, then, be- 
comes a multiple of one—i.e., a 12 
field would be 12 inches wide; an 8 
field, 8 inches wide, ete. 

It is customary, in animation work, 
to have the camera equipment used cal- 
ibrated with reference to fields so that 
the desired areas may be photographed 
precisely without need for time-con- 
suming line-up work. — Ub Iwerks. 

1.5.C., Walt Disney Studio. 


16mm Ektachrome film, which I 

exposed outdoors in below-freezing 
temperatures was mostly under-exposed. 
Would the underexposure be due to the 
effect of low temperatures on the film, 
rather than a wrong meter reading? If 
low temperature was the cause, is there 
«a formula to be followed in making al- 
lowance for this when computing ex- 
posure ?—S.B., New York, N.Y. 


dnswer: Data available on a single test 
made of the effect of low-temperature 
on emulsion speed, revealed a speed 
loss of approximately 14 lens stop at 
()? F temperature and about 1 stop at 


minus 30° F. The data resulting from 
this test should be used only as a guide 
for a specific test whenever low tem- 
perature exposure conditions are an- 
ticipated. 

Since the slight loss of speed result- 
ing from low temperature is of a small- 
er order of magnitude than the expos- 
ure latitude safety margin for this film, 
one would hardly suspect low tempera- 
ture as the only variable contributing 
to the severe underexposure results 
mentioned above. 


[t would be advisable to have your 
exposure meter calibrated and to give 
careful consideration to the method of 
use of the meter to insure that the 
scenes photographed were measured 
correctly for scene brightness. 
Vaughn Shaner, A.S.C. Associate. 


How can correct exposure be de- 
termined when photographing rear 
projection on a ground glass, also when 
photographing aerial image animation? 


—L.A.B., New York, N.Y. 


Answer: To my knowledge there is no 
set formula whereby correct exposure 
or balance can be determined in these 
instances. Rather it is a visual concept 
that is gained through experience. 
However, the density of the print 
which is to be projected on the back- 
ground screen is of vital importance in 
the results of the finished scene. This 
applies to black-and-white as well as 
color.—Paul Eagler, A.S.C. 


How can I produce the effect of 
smoking, boiling liquids for a lab- 
oratory scene, without using dry ice ?— 


W. E. Lobb. 


Answer: Use liquid smoke (Titanium 
Tetrachloride). But do not under-esti- 
mate dry ice. It is excellent for such 
effects —Ray Mercer, A.S.C. 7 
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4 COSTS IN HALF, SINCE 
| HE RENTED ALL HIS 











RENTAL 


SALES SERVICE 


Send for a schedule of rental rates. 





AN ete 333 West 52nd Street, New York City, Circle 6-5470 


LARGEST SUPPLIERS OF MOTION PICTURE, 
TV AND INDUSTRIAL PHOTOGRAPHIC 
EQUIPMENT !N THE EAST 
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THE PHOTOGRAPHY OF "BEN HUR”™ 


MGM's multi-million dollar production was photographed entirely 


in Italy on 65mm Eastman Color film with Panavision cameras and 


lenses by three camera crews supervised by Robert Surtees, A.S.C. 











































By LIBERO GRANDI 


AccorpING TO Robert Surtees, A.S.C., 
who directed the photography of Met- 
ro-Goldwyn-Mayer’s “Ben Hur” in 
Italy, over one million feet of Eastman 
Color 65mm _ negative was exposed 
there for the production, A total of six 
Panavision 65mm cameras were 
shipped to Rome by the studio, and 
often all of them were shooting at the 
same time on large spectacle scenes, 
such as the chariot race. 

The monumental undertaking of 
photographing “Ben Hur” in Italy had 
been carefully planned in advance dur- 
ing cooperative pre-production meet 
ings attended by Surtees, Director Wil- 
liam Wyler, the screen writer, art di- 
rector and costumer. 

Shooting with the wider 65mm nega- 
tive, Surtees explained, involved virtu- 
ally a trebling of efforts as against 
shooting in 35mm. In_ composing 
scenes for the wider picture format, 
great care had to be taken with the 
lighting because the extreme sharp ren- 
dition obtained with Panavision lenses 
brings to the screen with exceptional 
clarity every detail in fabrics. cos- 
tumes, and props as well as any irreg- 
ularities in facial features or applica- 
tion of makeup. Successful photo- 
graphic results were assured through 
the cooperative efforts of MGM’s cos- 
tume and makeup departments which 
planned their phases of operation to 


ON LARGE EXTERIOR Circus set in Rome, 
cameraman Robert Surtees, ASC, on boom, 
right of camera, points out a new angle of 
view to Director William Wyler, foreground. 
















































accommedate the photography in every possible way. 

The Panavision wide-angle lenses used were 57mm. 
These were employed mostly for two-shots and closeups. 
On some two-shots, as where one person stood slightly ee 
ahead of or behind the other, it was difficult to keep both Me 
subjects in sharp focus with this lens, Here the problem ig 
was solved by focusing sharply on the most important of ‘ 
the two persons and adjusting the lighting on the other- 
taking care that the colors in the latter’s costume was com- 
plimentary to that of the important subject’s dress, The 
effect on the screen is a sort of equalization of focus on both 
subjects. Except in those cases where extreme split-focus 
was desired, Surtees invariably used small f/ stops and 
intensified lighting. 

As MGM plans to release “Ben Hur” in both 65mm and 
35mm, it was necessary, Surtees said, to consider this at all 
times when composing scenes in the camera finder, When- 
ever compositional requirements for the 35mm picture for- 
mat conflicted with those for the more important 65mm, 
however, the scene was invariably composed for the latter. 

An ever-present problem during the filming of “Ben 
Hur” was maintaining a vigilant check on the color tem- 
perature of the light. And because shooting in Rome ex- 
tended from May until December, it was necessary to aim 
for consistency in color temperature, so scenes shot in May 
would look no different than those shot in December, when 
days were shorter and the sun closer to the horizon. 

Surtees found the color temperature of sunlight quite 
variable. In Rome, especially, the luminosity is intensive, 
yet is often characterized by sharp changes that take place 
within only a few hours. Extensive tests of light conditions 
were made, after which the necessary corrective filters were 
ordered for use on all of the Panavision cameras. It was 
Surtees’ aim to produce negatives so precisely color-bal- 
anced that the film laboratory's task in correcting for color BIRD'S-EYE VIEW of camera crew on elevated boom shooting chariot 
would be reduced to a minimum and result in prints ap- race scene for “Ben-Hur” in Rome, Italy. 
proximating his expectations. 

When making color temperature tests, Surtees used the 
Spectra color temperature meter, With this instrument he 










Continued on page 622 
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BOOM-MOUNTED Panavision-65 camera is trained on actors Chariton CLOSEUP OF racing charioteers was shot with the Panavision-65 
Heston and Jack Hawkins enacting scene on Galley deck. camera mounted on fast camera car moving ahead of chariot. 
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FOG MAKER 


Compact, portable machine creates fog, mist 


and haze effects for motion pictures on the 


sound stage or on location. 


FOR MOTION PICTURE scenes, there is 
but one way to produce realistically the 
effect of fog in a scene artificially. 
In recent years, the various major stu- 
dios have developed a number of meth- 
ods of doing this, but in each case the 
equipment used was of their own mak- 
ing. There has been nothing on the 
market in the way of a portable, easy- 
to-use commercial-type fog maker, until 
Mole-Richardson Company of Holly- 
wood recently introduced its line of 
Dyna Fog-makers. Now realistic fog 
effects can be made easily and inex- 
pensively for any type film production. 
be it a Hollywood feature, TV film, or 
an industrial or business film produc- 
tion. Cost of the M-R fogmakers is so 
nominal that any film maker anywhere 


can own one, 


606 


The photo above shows one type of 
fog that can be created by this equip- 
ment and demonstrates the simplicity 
of the operation. Fog effects may be 
created indoors or out, and the fog can 
be made to hug the floor or ground or 
remain suspended in the air. To aid in 
clearing the air after a fog scene is 
shot indoors on the sound stage, Mole- 
Richardson also supplies a compound 
which can be put through the fog mak- 
er which accelerates the dispersal of 
the fog it produced moments earlier. 

The fog maker pictured is Mole- 
Richardson’s Type 1983. It is capable 
of producing vapors in considerable 
quantity to simulate the effect of fog. 
smoke, haze and mist. The dispensing 
unit weighs about 17 pounds, and the 
1!5-gallon tank of fog-making liquid, 


LIGHTWEIGHT, portable generator pow- 
ered by small pulse-jet engine produces 
realistic fog, mist or smoke effects of 
substantial duration by vaporizing liquid 
compound fed from reservoir carried on 
shoulder-strap by operator. 


which the operator carries on his back, 
weighs 40 pounds when filled. 

The fog generating unit is powered 
by a small jet-pulse engine that uses 
gasoline for fuel. The unit’s fuel tank 
capacity is sufficient for about 1% 
hours of continuous operation. To cre- 
ate fog or any similar effect, a supply 
valve is opened that allows the fog-pro- 
ducing compound, which the M-R com- 
pany calls “fog juice,” to flow to the 
generator. The pulse-jet engine is start- 
ed and a monitoring valve convenient 
to the operator is adjusted by vernier 
control to regulate the flow of “fog 
juice” through the generator. In this 
way fog or mist of varying densities 
may be produced to suit the require- 
ments of a scene. 

With the company’s Type 1963 fog 
maker, there is provision for attaching 
a fog cooling unit which, when filled 
with dry ice, cools the fog vapor so it 
will hug the floor or ground of the set 
to produce the effect of low-lying fog 
or mists. 

The fog maker units can also be uti- 
lized to produce the effect of dense 
smoke, without introducing the dis- 
comfort of real smoke on the set or 
location. On a recent location test of 
this equipment, it was successfully used 
to create the illusion of smoke from a 
forest fire. 

There is a versatile feature of the 
M-R fog makers which many Holly- 
wood studios have found beneficial 
when shooting on location away from 
the studio. The fog makers may also 
be used for spraying disinfectant. pest 
control insecticides, or scents for com- 
bating unpleasant odors. Thus the ma- 
chine that was used to produce fog 
earlier in the day for one scene, may 
be put to use spraying a location site 
to free it of mosquitos, moths and 
grasshoppers—three pests which invar- 
iably plague location production crews 
and casts. 

The Mole-Richardson line of fog 
makers includes two other models, in 
addition to the Type 1983 described 

Continued on Page 632 
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because we 
learned this 
business by the 


TF t e) Melia er tals-3 


IF CECO DOESN'T CARRY IT.... 
YOU DON'T NEED IT. 


A camera crew in action may strike a stranger 

as an exercise in insanity. But it is familiar to 
the boys at CECO. We grew up in this business. 
We know the lingo. We know what is meant 

by such jive as: 


**Roll’em.”’ 

**Hit the arc.” 

**The bells are on.”’ 

**Move in for the dolly shot.”’ 


‘**Take it off the baby and 
put it on the hi-hat. 


3° 


**That’s good—let’s 


make it again.”’ 


**Strike the set.’’ 


Some of our boys used to be working 
cameramen and still proudly carry their Union 
cards. We have Lighting and Generator technicians 
who are often asked to help out on the set. Our 
Sound Experts are consulted every day by Sound 
technicians. Our repair department is manned 
by factory-trained specialists. Our designers 
invent, adapt and custom-build equipment for 
practically any purpose. 


So when you buy or rent from CECO, it 
isn’t like going into a store for nuts and bolts. 
You expect and often solicit our advice in handling 
your problems with photography, lighting, sound 
recording, animating and editing . . . . whether 
you are doing a full length feature or a TV spot. 


This is our function in life. We love it. And 
when you produce a proud and praiseful job, 
we feel we've had a small part in it. Come see 
us. If we can’t help you—who can? 


*Trademark of CAMERA EQUIPMENT CO. 





“LET THERE BE 






























Model “Standard” 
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When the Gods of Film Creation say—‘‘Let there be 
light !""—CECO often has a hand in it. Not only do 
we have the largest assortment of lighting equip- 
ment to be found this side of the Rockies, we also 
have a staff that will put together any combination 
for any effect, whether it’s for studio or location. In 
lighting as in photography, CECO always gives a 
hand to Creative Talent. If we can’t throw light on 


the subject, nobody can. So try us—anytime. 


ADDITIONAL PRODUCTS 


Camera Equipment Company offers the 
world’s largest and most comprehensive line 
of professional cameras accessories, lighting, 
editing, processing, and animation equip- 
ment. The quality product isn’t made that 
we don’t carry. See our splicers—exposure 
meters—projectors—screens—marking pencils 
and pens—editor’s gloves—editing machines, 
racks, barrels, and tables—stop watches. 


Oxberry Animation Stand 


Designed to accommodate all Standard 
16mm and 35mm cameras and stop-motion 
motors, it features electric zoom, underlight- 
ing, top lighting, and a compound with east- 
west, north-south and rotating movements. 
Zooms from 3 to 12 field with 25mm lens 
and larger with adaptor 15mm lens. Table 
top 21”x27” and 39” high. Made of 
welded steel, it utilizes 3 point floor suspen- 
sion. 
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Magnasync Portable 
Magnaphonic Sound Recorder 
Model X-400 


For 16mm Magnetic film. 
Completely synchronous. Can 
be operated in stacked posi- 
tion (shown) or as a console 
unit. Ideal for low budget 
producer. MARK IX and 
SAFARI Models, and Dub- 
bers also available. 


35mm CECO Professional Film 
Viewer with Double System 
Magnetic Sound Reader 


Easy threading, portable. Views film 
on large 6”x4'%” brilliantly illumi- 
nated screen. Also available with single 
system optical sound reader, or as a 
viewer Only. Counter (i//ustrated) is op- 
tional, and can be easily attached. 
Available in 16mm models. 


Arri 35 Sound Blimp Model 400 


For 200 ft. or 400 ft. magazines. 
Camera on its synchronous 
motor base is cushion- Mole-Richardson Senior Solarspot 


mounted on rubber blocks. The 
important reflex viewing feature Accepts 2000-5000 Watt globc. 





of the ARRIFLEX 35 is re- Features easy-to-remove condenser, 
tained. Follow-focus is incor- rudder-type focusing handle with 
porated. No gears are required fingertip control, and quick-acting 
around the lens mount. A finger- door catch. Elevates from 43” to 
tip dial permits the shutter to be 100” (2 lifts). Lightweight but ex- 
turned over manually. //lustrated tremely rugged. MR arcs and other 
on CECO Balanced TV Head. incandescent models to suit your 


every lighting need. 


AKG Polydirectional Condenser 
Microphone Model C-12 


Especially designed for TV, Recording 
and Sound Film Studios. Features 
switch box for remote control of 
directional characteristics, providing 
omni-directional, cardioid, figure 8 and 6 
intermediary patterns. Adjustable 

mike conforms with studio reverberation. 
Other AKG Microphones available. 








FRAWNK.C. ZUCKER 


(; AIMERR CQuipment Calis 


315 West 43rd St., New York 36, N. Y. 


jJUdson 6-1420 


* CECO trademark of 
Camera Equipment CO mpany 











CECO Synchronous Stop 
Motion Motor For 
35mm Mitchell Camera 


Three speeds, % - 42 - 1 second or % - 
% -1 second. 110-volt AC operation. 
Easily mounted on camera, needs no 
special tools. Equipped with frame 
counter. Available for 35mm Standard 
Bell & Howell cameras. Stop Motion 
Motors available for 35mm Standard 
Bell & Howell, 16mm Arriflex, and 
16mm Cine Kodak Special. 


if CECO 
doesn't have it... 


iT ISN'T MADE! 


Panavision Brightness Meter 
Represents a new high in versatile, 
foolproof light measuring. Small in 
size, light in weight. Provides an ob- 
jective, accurate analysis of screen 
brightness. May be used for deter- 
mining exposure levels of distant sur- 
faces. Multiplier filters, incident light 
attachment available. 





Tewe Directors Viewfinders 


Available in three models (/ to r: small, 
Model B, Model C) for 35mm motion 
picture camera fields. Models B and C 

also for motion picture TV cutoff and 

Image Orth aperture. Model C has 

an adjustable built-in mask for various 
35mm motion picture aspect ratios. 
Comes with leather case. 

Small model for 16mm and 35mm. 
16mm Model A also available. 
























Weinberg-Watson Modified Version 
of Kodak Analyst 16mm Projector 


Gives flicker-free projection at 
speeds from 6 to 20 frames per 
second. Single frame operation 
forward and reverse without da- 
maging film. Quick transition from 
continuous to single frame. 





Krylon Dulling Spray and 
Craftint Spray Paint 


Krylon Dulling Spray 


Eliminates glare from reflecting 


surfaces. Dries in seconds. Harmless to 
high polish finishes. Easily removed. 


Craftint Spray Paint 


For fast effective touch-ups on 


backdrops or scenery. Available in dark, 
medium and light grey, black and white. 


GD 


Stmi-oayind 


DULLING 
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FRANK C. ZUCKER 


(_Amera CQuipment (O..nc. 


315 West 43rd St., New York 36,N.Y. @ 
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IN AN ARTICLE in the July, 1941, issue 
of American Cinematographer, and 
also in the August, 1922, issues of the 
Journal of the SMPE, Charles G. 
Clarke, A.S.C., described a new and 
interesting method for introducing 
clouds into exterior scenes filmed in 
black-and-white. Not only did the idea 
evoke wide interest at the time among 
cinematographers everywhere, but its 
legend has been passed along to suc- 
ceeding generations of embryo camera- 
men from among whom the editors reg- 
ularly receive inquiries about Clarke's 
“cloud-making” system. 

For the benefit of interested cinema- 
tographers, the development and use 
of the system is recounted in the article 
beginning on this page.—Ed. 


Because cLoups have always been 
considered an important pictorial ele- 
ment when photographing exteriors for 
motion pictures, it is possible, thanks to 
an invention of some 20 years ago, to 
add clouds to almost any exterior scene 
by synthetic means at the time of pho- 
tographing it. 

\ landscape with a cloud-filled sky 
is far more attractive than the same 
scene without clouds. It used to be that 
a motion picture company was ecbliged 
to wait sometimes for long periods on 
location for a desirable cloud formation 
to appear. Other studios have shot ex- 
teriors as they found them, then duped 
“clouds” in later at the studio. Because 
budgets for many productions often do 
not permit either of these alternatives, 
there was need for a simple process 
that would produce clouds in a scene 
synthetically. 

We developed such a process at 20th 
Century-Fox studio many years ago, 
and it is still in use today. It employs 
appropriate large-scale photographic 
transparencies of real cloud formations, 
which are set before the camera so the 
clouds are photographed simultaneous- 
ly with the rest of the scene—operat- 
ing on the principle that the barren 
sky operates as a printing light in con- 
junction with the transparency. 





The transparency reduces the light 
passing to the film in proportion to the 
density gradations of the transparency. 
On the finished positive the whitest 
“cloud” is of the brightness of the un- 
filtered sky. As photographic emulsions 
are especially sensitive to blue light. 
plain sky areas are rendered very 


Continued on Page 632 
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BY UTILIZING a photogarphic transparency of a cloud formation it is possible to superimpose 
clouds in a scene like this for improved pictorial appeal. 


CLOUDS MADE TO ORDER 


How clouds are superimposed on exterior scenes 
at the time they are filmed by shooting through 


photographic transparencies. 


By CHARLES G. CLARKE, A.S.C. 


T3257 eT 


THE PHOTOGRAPHIC 
transparency is set up 
before the camera leris, 
and the scene and clouds 
photographed simultone- 
ously. Curved transpor- 
encies are used where 
camera is to be panned, 
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FIG. A—Example of extreme depth of field created by use of traveling matte FIG. B—Process can also create scenes having the illusion of great danger, 


process. as in this scene from a British production. 


A BLACK-&-WHITE TRAVELING MATTE PROCESS 


The system currently in use in Pinewood Studios, London, by which 
foreground action filmed separately is combined with a_ back- 


ground scene which has been or will be photographed elsewhere. 


By ROBERT L. HOULT, FRPS, FBKS 


Formerly Technical Adviser, Pinewood Studios, England. 
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FIG. C—With traveling matte process, a person may be made to play a 
“twin" role, with the actors shown passing before one another. 


occupies the full picture area. The 


other image is called the “foreground”. 
and occupies part only of the picture 
area. The composite shows the full 
foreground image and only those por- 
tions of the background image which 
are not covered by the foreground 
image. 

To achieve this effect. use is made 
of a printing device known as a 
“matte. or. in cinematographic par- 
lance. as a “traveling matte’. A travel- 
ing matte is a series of images of the 
silhouette of an object, presented in 
two tones only, usually black and 
white. The silhouette image or matte 
is used during printing to mask that 
portion of the background image which 
it is intended to replace by the fore- 
ground image. Animation is preserved 
by the use of a series of such mattes 
on a strip of film, each individual 


matte Image corresponding to one im- 




















FIG. 23—Size of original test wedge and of 
the resulting print (exaggerated). 
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age on the foreground film. 

\ composite image formed from one 
background and one foreground may 
then be treated as a new background. 
to which a further foreground may be 
added. This progression may be main- 
tained indefinitely (within practical 
limits) so that many separate fore- 
grounds may ultimately be added to 
an original background. each fore- 
ground requiring its individual travel- 
ing matte. The successful production 
and use of traveling mattes is the sub- 
ject of a specialized technique. 

The earliest references to traveling 
matte processes. which are known to 
the author. are patent applications in 
the U.S.A. by F. D. Williams in 1918 
for a monochrome process and by J. 
A. Ball in 1927 for a Technicolor 
process. Much work has been done 
since these dates in many countries: 
among more recent publications are 
those of T. W. Howard(') in 1942, 
and G. I. P. Levenson and N. Wells(*) 
in 1951. 

Fig. 1 portrays as a_ photographic 
positive a man standing in front of a 
landscape. Suppose the lighting on the 
man be made independent of the light- 
ing on the landscape. If we extinguish 
the lighting on the man. we are left 
with Fig, 2. Alternatively, if we ex- 
tinguish the lighting on the landscape. 
we are left with Fig. 3. Photographic 
superimposition of Figs. 2 and 3 pro- 
duces Fig. 1. 


To obtain Fig. 3. we require a 


negative as in Fig. 4. This may be 
obtained by photographing the illumi- 
nated man in front of an unilluminated 
backing. 

Fig. 2 is the sum of Figs. 5 and 6. 
Fig. 5 is a normal positive. Fig. 6 is 
a silhouette in two tones of the man 
otherwise known as a matte. 

To obtain Fig. 6. the following ex- 
pedients have at times been used: 

(i) Intensification of Fig. 4.—This 
is ineffective in those areas of Fig. 4 
where no density exists, such as deep 
shadows. Further, the intensified image 
will in general contain tones of differ- 
ent densities. Now the size of a photo- 
graphic image is a function of its 
density, as is seen when a dense print 
is made of a step-wedge as in Fig. 23. 
The resulting image is no longer con- 
gruent with the original wedge; in 
the same way. a matte made in this 
manner can never exactly fit the cor- 
responding foreground image. 

(ii) Superimposition of Figs. 4 and 
9.—This gives an image of relatively 
uniform tone, containing however re- 
sidual density variations due to the 
product of negative and positive emul 
sion characteristics, neither of which 
is linear. Similar density variations 
can also occur if Figs. 4 and 9 are 
from different color aspect records. 
such as color separation negatives. If 


Continued on Page 634 
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FIG, 25—The J.A.R.O. beam-splitting camera is 
typical of those used in the production of 
traveling mattes. 
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DURING THE transmission of a TV film, the video operator is guided 
by the wave-form monitor that is located beneath the picture monitor 
in the television control room, and which analyzes the picture in 
terms of electrical transmission characteristics. 


IMPORTANCE OF 
‘REFERENCE WHITE’ 
IN FILMS FOR TV 


The importance of maintaining proper 
film density relationships that are compat- 
ible with the transmission characteris- 


tics of the television system. 


(THE FOREGOING is based on a talk given recently by John 
Stott, Assistant Manager of TV Programming, Eastman Kodak 
Company, before a joint gathering of members of the National 
Television Film Council and the New York Section of the Society 
of Motion Picture and Television Engineers.—Ed.) 


Most OF THE FILM shot for television is top notch—when 
viewed in the screening room. But the major concern of 
producers of filmed TV spots, and especially of the camera- 
men who photograph such films, is to make sure this foot- 
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age comes across on the home receiver the way the film 
producer expects it to. 

This, film technical men believe, can be accomplished by 
taking some of the guesswork out of the video engineer's 
hands. For example, when a 60-second TV spot announce- 
ment flashes on the video engineer’s monitor, how can he 
determine in a split-second whether the sponsor is selling 
refrigerators or the attractive black sweater the model is 
wearing? Truth of the matter is, he can’t. If he adjusts 
his controls for the refrigerator and the sponsor is selling 
sweaters, all definition in the featured product will be lost. 
The engineer must make an educated guess on the spot. 
How much better would be the transmission result if the 
engineer were provided with a reference to guide him in 
setting contrast, thus insuring that the image of the spon- 
sors product appeared on home receivers properly modu- 
lated. 

Such a reference or “guidepost” can be “reference 
white,” which, combined with lighting ratios easily handled 
by the TV system (not to exceed 20-to-1), can practically 
guarantee that a sponsor's visual message will not be 
garbled. 

Thus, there is a practical and effective means of com- 
munication between the maker of the filmed TV spot and 
the video engineer at the controls in the television station. 
There are recommendations that a film producer and his 
cinematographer must strive to attain if the TV films they 
make are to appear on home receivers as they were planned. 

In a recent workshop session held in New York City and 
attended by men whose interests ranged from planning and 
selling TV ad spots to the production of such spots on film, 
it was demonstrated how important it is to place certain 
objects in a scene so that a means of communication exists 
between the producer of the film and the video operator. 
Furthermore, the demonstrations showed the importance of 
maintaining proper film density relationships that are com- 
patible with the transmission characteristics of the tele- 
vision system. 

When these aims are accomplished, the responsibility for 
the quality of the film picture appearing on the home re- 
ceiver is largely in the hands of the film producer, so that 
what he wants to show or illustrate—the visual effect he 
wishes to create—is in his hands and not subject to further 
interpretation. 

As an example, the producer may be striving to empha- 
size or accent some object in his film—such as the product 
in a commercial. Unless certain precautions are taken at 
the time the film is being photographed, the video operator 
may misinterpret the sponsor’s aims and set video levels so 
that the product image reproduces badly on the home re- 
ceiver while the pretty girl demonstrator looks great, This 
may please the Screen Actors’ Guild, but it generally re- 
duces advertising people to apoplectic fits. Actually the 
video operator is limited by FCC rules and regulations to 


Continued on Page 630 


AMERICAN CINEMATOGRAPHER 





DONT MISS the 


S.0.8. BOOTH No. 23 at 


S-M-P-T-E 


STATLER HILTON HOTEL, NEW YORK CITY 


OK KOH 


TEL-Amatic 16/35 mm 
Neg /Pos FILM CLEANER 


The 
$.0.S. TEL-Amatic 
Film Cleaning 
Machine 
is @ modern 
JET-SPRAY 
cleaner for BOTH 
16mm & 35mm FILM 





TEL-Amatic boasts 
these features 





for maximum 
film protection 





Jet-Spray Film Wash 

Curved Vacuum Air-Blast Squeegees (Pat. app. for) 
Special Non-Scratch Buffers 

16/35mm Combination 

Requires Only 15’ of Leader 

Automatic Operation—Pushbutton Control 
Designed for Originals & Release Prints 
Continuous Air & Solution Filtering 
Electric Solution Level Indicator 
Complete operation VISIBLE at all times 
® Variable Speed DC Drive 


Laboratory tests using films with the softest emulsions 
have shown excellent results. 


You Cannot Damage Film With TEL-Amatic 


TEL-Amatic also features silent belt timing drive, 
3,000’ capacity, speed in excess of 10,000’ per hour 
and fine precision workmanship. Does more work and 
better than machines twice the price. One person can 
handle a battery of TEL-Amatics—a great labor saver. 


Complete TEL-Amatic Neg./Pos. Film 
Cleaning Machine for 16/35mm Film $2950 


RReg. Trademark 











EXHIBIT 


OCT. 5th to 8th 


Sosound Cinemaphon 


Magnetic Striper ELECTRONIC 100M 


Automation in 
Magnetic Soundstriping 
8/16mm Film 


Now you con stripe your own film, Why send it 
out? CINEMAPHON SOUNDSTRIPER will do it in 
your own plant. Pays for itself with your first 
month's output. Sound reproduction conforms to 
highest industry standards. Stripes 8/16mm_ film— 
the only professional sound striping machine upnder 


$2,000. 


SPEED: 1,200 feet per hour. 

CAPACITY: 1,000 feet. 

WEIGHT: Only 44 pounds. 

OPERATES on 110/220 Volt AC, 50 or 60 cycles. 


In addition Soundstriper has rapid rewind, footage 
counter, ball bearings, heated drying drum with 
built-in thermometer. Cinemaphon requires minimum 
maintenance since machine is self-contained. 


Laminates Three Sizes of Magnetic Recording Tape— 


.8mm, 1.2mm, 2.4mm. Stripes 8 or 16mm donuble 
or single perforated; color or black-&-white, raw 
stock, positives or release prints. 


Complete Sosound Magnetic 
Striping Machine 


Write for Brochure 
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‘The Department Store of the Motion Picture Industry Since 1926"' 


§.0.5. CINEMA SUPPLY CORP 


Plus MOY FILM NUMBERING MACHINE ¢ TEL-ANIMAPRINT TITLE MACHINE 
S.0.S. JR. TRIPOD © VERSA DOLLY « TEL-AMATIC PRINTER ETC. 
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TEL-Animastand win 





Animation & Special 
Effects Camera Stand 


ROR: “1: AO AEROS we “OE 


Installations thruout 
the world! Embodies 
features of photo en- 
larger, movie camera, 
micrometer and rail- 
road roundhouse. Op- 
ticol effects such as 
pons, angles, zooms, 
quick closeups and 
every variation for 
trick photography are 
easily produced with 
S. O. S. TEL-Anima- 
stand. 


















A camera fitted 
to a movable, 
icounter balanced 
vertical carriage 
photographs the 
art work. Takes 
even the heavi- 
est Il6mm_ or 
35mm = camera. 
(Acme with stop 
motion motor 
illustrated). 








All basic move- 
ments associa- 
ted with high- 
priced stands 
are incorpora- 
ted. Accuracy is 
assured through precise registration 
Includes four Veeder Root counters which 
18” north/south movement, 24” east/west travel, 
zoom movements to the Art Table or Cel Seerd. 


NEW ELECTRONIC 
ZOOM CONTROL 


FEATURES 


Adjustable Dynamic Braking. 
Constant Motor Torque at 
any speed. 
Instant Response 

position. 
Infinite Variable speeds. 


TEL-Animastand 
TEL-Anima 
board, 


with 
sliding cell 
rotated at 45° 





of art work. 


calibrate 
and 


at any 


Basic Title Stand $1495 
Basic Stand with Com- 
ea $2995 
Basic Stand, Compound 
Electronic Zoom ....$3740 
Electronic zoom .......... $750 


Write for brochure. 
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COLOR IN MOTION 
PICTURES AND TV 


Part Il: 


By ROBERT 


THE TERM “natural color” 
in a purely technical sense to all pro- 


is applied 


cesses which are capable of producing 
faithful 


scenes in full color. Such processes in- 


reasonably reproduction of 
volve the recording of three primary 
spec tral regions (the spectrum divided 
roughly into its red. green. and blue- 
violet bands) and the subsequent re- 
production of the lightness-darkness 
values of the “primary-color records” 
in terms of the primary hues. which 
are recombined to form a_ full-color 
image, 

Now. the use of a natural-color proc- 
ess or film by no means requires a slav- 
ish recording of the exact color values 
in each and every sense. Because cine- 
matography is an art. the cinematog- 
rapher is often as free as the painter to 
employ color as a dramatic instrument. 
The spectrum is the cinematographer s 
palette; and the full range of color it is 
capable of providing comprises every 
effect and 
mood in the vast spectrum of human 


conceivable atmospher rT 


emotions. 


Natural color on film 


ALLEN MITCHELL 


Specifically, an interior shot which 
places special emphasis upon the am- 
ber tones of the scene better suggests 
the warmth of firelight and a mood of 
intimacy than a cooler. more “natural” 
color rendering. A night scene is often 
more effective when an overall bluish 
tone prevails—a common example. A 
bright vellowish accent suggests sunny 
cheer or withering desert heat. depend- 
ing upon the context, while a predom- 
inant hint of lavender connotes an ait 
of mvstery or ominous gloom. 

These are but a few suggestions 
necessarily selected at random, inas- 
much as the psychological effects of 
“color toning” are so multifarious that 
even a large volume could scarcely eX- 
haust them! The many superb color 
productions presently playing in mo- 
tion-picture theatres attest to the happy 
fact that cinematographers are well ac- 
quainted with the dramatic potential- 
ities of visually distorted. but emotion- 
ally true, color rendition. 

Even though a “literal” color ren- 
dition from the beginning to the end 
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MULTILAYER. COLOR. FILM. 
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FIG. 2—wMultilayer color film in cross-section to show its structure. Each of the three thin emulsions 
is sensitized to one primary color (approximately one-third of the spectrum) and is developed to 
a dye image of the complementary color. The yellow filter layer, which is removed in processing, 
prevents blue light from affecting the green- and red-recording emulsions 
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Lemon 


Magenta 





FIG. 1—The action of subtractive color-film 
dyes. Color of each dye is complementary to 
one of primary colors (red, green, blue), but 
this is incidental. Purpose of each dye (cyan, 
magenta, lemon) is to regulate amount of one 
of the primary colors passing through film 
without affecting transmission of remaining two. 


of a picture is not always desirable, it 
should be kept in mind that the flesh 
tones of the players should nearly al- 
ways be photographed in their natural 
colors. This requirement is sometimes 
met in the face of other color demands 
by colored backlighting or by shoot- 
ing through tinted gelatins having cut- 
out centers to provide color vignetting. 
There is some leeway even in the ren- 
dition of flesh tints. but deliberate de- 
partures should normally be on the 
warm (red) side of the color scale. An 
exhaustive examination of Technicolor 
release-print samples reveals that the 
film-going definitely prefers 


public 
rather ruddy skin tones. 

The additive method of color repro- 
duction (outlined in Part I of this art- 
icle)} is undeniably more “elegant” 
from the technical point of view than 
the subtractive method used in motion 
pictures. Additive film projection has 
been tried (and for T\ 
strongly advocated). but even though 


purposes 


it is capable of maximum color range 
and fidelity, the optical complexities of 
5-image registration on the screen and 
the image-brightness deficiencies oc- 
casioned by the low transmittance of 
narrow-band red. green. and blue fil- 
ters pose serious problems of a prac- 
tical nature. 

Unlike the additive method, the sub- 
tractive process provides colored im- 
ages on the film. The red, green, and 
blue “records” are combined as three 
superposed dye images in the print, 


the color of each image being comple- 
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mentary to the primary color it repre- 
sents. The image obtained from the red 
band of the spectrum is accordingly 
printed as a cyan (green-blue) positive 
image because cyan dye controls the 
amount of red light passing through 
the film while allowing the green and 
blue components of the white projec- 
tion light to pass through unimpeded 
(in theory, at least). Likewise, the 
green and blue records are printed as 
magenta (purplish rose) and lemon 
(greenish yellow) positive images. re- 
spectively. 

The simplicity of the subtractive col- 
or principle is best appreciated by re- 
ferring to Fig. 1 and regarding the 
white light of the projector arc lamp as 
an “equalized” mixture of red, green, 
and blue(-violet) lights. 

The cyan, magenta, and yellow dye 
images may be formed chemically in 
the three sensitized emulsion layers of 

(Eastman 
or mechan- 


multilayer color positive 
Color, Anscocolor, etc.) 
ically printed in exact registration on 
clear gelatin-coated stock by a dye- 
imbibition process employing three 
relief-image “matrix” printing films 
(Technicolor). 

The first 3-color films were photo- 
graphed on three separate negatives in 
a 3-strip camera used exclusively by 
Technicolor. Since the advent of multi- 
layer dye-coupler color negative, how- 
ever, the use of regular single-strip 
cameras for color production work has 
become universal. (Technicolor car- 
toons have always made use of the 
single-strip successive-exposure meth- 
od, unsuitable for the photography of 
moving objects because of the color- 
fringing effects which would be pro- 
duced. ) 

As a rule, the chromatically cor- 
rected lenses suitable for black-and- 
white filming on panchromatic nega- 
tive are equally suitable for color pho- 
tography. The focus-rack scale for col- 
or may be checked by photographing 
test patterns at various precisely taped- 
off distances through a green Wratten 
No. 61 filter on fine-grain panchro- 
matic film. (This is a “10-times”’ filter 
with pan film in either sunlight or 
tungsten light.) 

Multilayer color negative is very 
similar to multilayer positive. It pro- 
vides a color image with the colors, as 
well as the brightness values, reversed. 
The uppermost emulsion records the 
blue-violet third of the spectrum and 
contains a dye-forming agent which 
produces a lemon-yellow image when 
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the film is processed. This emulsion is 
coated over a yellow flter layer which 
prevents blue-violet light from reach- 
ing the underlying green- and red-re- 
cording emulsions, which develop to 
magenta and cyan images, respectively. 

As Fig. 3 shows, the spectral re- 
sponse curves of these three color-selec- 
tive emulsions roughly approximate the 
response of the hypothetical red, green, 
and blue color receptors of the normal 
human eye on the basis of the selected 
primary wavelengths. 

It must be understood that the neg- 
ative lobes of the visual response 
curves have no physical significance in 
any 3-color process, and must be ne- 
glected. It is physically impossible to 
produce negative values of light, which 
is what would have to be accomplished 
by a 3-color process capable of repro- 
ducing all of the extremely vivid spec- 
trum colors as fully “saturated” as they 
are in an actual spectrum. The fact 
that even the best 3-color processes 
necessarily fail to reproduce the pure 
spectrum greens, cyans, blues, and viol- 
ets with their maximum degree of viv- 
idness is not a serious handicap. Very 
few “reflectance colors” even approach 
the spectrum hues in purity; and most 
of the colors actually encountered can 
be rendered more vivid than they actu- 
ally are by increasing the color con- 
trast of the print. In many cases the 
subject colors are deliberately subdued 
in order to avoid a distractingly garish 
effect. 

The fidelity of the colors reproduced 
on a motion-picture print depends upon 
the extensiveness of the gamut pro- 
vided by the selected primaries, the 
correspondence of the three emulsion 
response curves to the calculated vis- 
ual response curves, and upon the spec- 
tral effectiveness of the complementary- 
color subtractive dyes. 

It is well known that even the best 
color-process dyes are far from perfect 
(the magenta dye absorbing some of 
the blue light it would transmit if it 
were a perfect dye, the cyan an ap- 
preciable amount of green, and the 
lemon a smaller amount of green). Be- 
cause of these limitations of real dyes. 
the magenta is decidedly redder than a 
theoretically perfect (but nonexistent) 
magenta dye. the cyan is more bluish, 
and the lemon more deeply yellow. 

Partial correction for the spectral 
deficiencies of subtractive dyes is nev- 
ertheless possible. The overall orange 
tint of processed Eastman Color nega- 
tive and intermediate films, for ex- 
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FIG. 3—A: Tricolor response of the normal 
human eye on the basis of 700, 525, and 460 
millimicrons for the wavelengths of the red, 
green, and blue primaries. The negative lobes 
indicate color substractions which are physically 
impossible in any 3-color process. This means 
that even the best such color process, even 
though capable of reproducing an extremely 
wide range of colors, cannot quite match some 
of the pure spectrum colors in vividness. 


B: Tricolor response of a widely used multilayer 
negative film. 


ample, is due to “color masks” which 
form superposed reversed yellowish 
and pink dye images to compensate for 
the unwanted blue and green absorp- 
tions of the print-film magenta and 
cyan dyes. 

When intensely colored objects are 
photographed at high light levels, the 
dyes forming their images in the print 
unfortunately become so reduced in 
concentration that much of their color- 
filter action is lost. The result is a whit- 
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FIG. 4—Absorption curves of the cyan, mag- 
enta, and lemon-yellow dyes commonly used 
for color-film images. 
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“For spectacular lighting effects, there is 
no substitute for the carbon arc.” 








THE “NATIONAL” CARBON ARC... 


NOTHING BRIGHTER UNDER THE SUN. 


ei ited. 
CARBIDE “National” and "Union Carbide” are registered trade-marks of Union Carbide Corporation 
NATIONAL CARBON COMPANY ~ Division of Union Carbide Corporation + 30 East 42nd Street, New York 17, N.Y. 
Offices: Atlanta, Chicago, Dallas, Houston, Kansas City, Los Angeles, New York, Pittsburgh, San Francisco. In Canada: Union Carbide Canada Limited. Toronto. 
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IN THE PAST decade the volume of mo- 
tion pictures produced for commerce 
and industry has snowballed to such a 
degree that this field of production 
now accounts for a huge and lucrative 
percentage of the total film exposed in 
the industry each year. 

A small proportion of such pictures 
are produced by large organizations 
maintaining elaborate production facil- 
ities, but a much greater percentage 
of films for business are made by small 
producers all over the world—many of 
them representing the only source of 
film production close to certain im- 
portant local industries. 

To the in-plant or business film pro- 
ducer. caught between a low budget 
and the desire to make a picture that 
looks “big” on the screen, effective 
pre-production planning is a must. 
Good motion pictures of all types and 
categories are made, not on a sound 
stage. but at a desk long before the 
cameras roll—and the business film is 
no exception. Blueprinting such a pic- 
ture carefully can spell the difference 
between a good film and a poor one. 
as well as between profit or possible 
loss to the producer. 

At what point should this blueprint 
of production begin? Actually, the first 
rough lines of structure are sketched in 
during the very first conferences be- 
tween the producer and the client or. 
in the case of the in-plant film maker. 
the company’s public relations man. 
This is a getting-to-know-you phase 
in which certain basic decisions must 
be made: What budget is available for 
the production? Is the picture to be 
sound or silent, shot in color or black- 
and-white? What is the proposed audi- 
ence and special slant of the film? 
What cinematic style and techniques 
of production will best put across the 
point of the film? And, most important 
of all, “What does the client want to 
say in the film?” 

Each of these elements will figure 
importantly in the blueprint of pre 
duction and will dictate in some mea- 
sure the ultimate character of the en- 
tire picture. 

It is important to learn from the 
client in the very beginning just how 
much money he plans to spend on the 
proposed film. Most clients who have 
never sponsored a film tend to under- 
estimate the cost of this medium, and 
it is dangerous to sell such a client on 
the idea of a super extravaganza only 
to discover later that he has in his 
budget only half the amount of money 
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WHEN SCENES are ccrefully detailed in the shooting script, they are invariably better photo- 
graphed because everything is spelled out plainly for the camera crew. (Photo courtesy Aerojet- 
General Corp.) 


BLUEPRINTING THE 
BUSINESS FILM 


How careful pre-production planning 


can save money for both the in-plant and the 


that it would take to produce the pic- 
ture on the scale proposed. If the pro- 
ducer catches himself in such a trap he 
may end up making the film at no 
profit to himself just to maintain clieni 
good will, or (if he cuts down the 
scope of the film in order to keep from 
going in the red) he may find himself 
with a client who is disgruntled be- 
cause he believes himself to have been 
misled by visions of a super epic and 
then made to accept something consid- 
erably less. 

If the client is willing to name a 
certain budget figure, tell him that you 


business film producer. 


By CHARLES LORING 


will prepare a prospectus of the type 
of film that can be made for that figure 
and that you will present the prospec- 
tus to him as soon as completed. 

If the client refuses to name a figure, 
then you as the producer must insist 
that he give you a very detailed resume 
of what he wants in that film. Clients 
are fond of asking: “What will a 
twenty minute picture cost?” The an- 
swer to that is that while the length of 
a proposed film will certainly figure 
somewhat in its cost, the various ele- 
ments that are to go into that film are 
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FIG. 1—Author's sync-motor drive mounted on Bolex H-16 camera 


extending from camera base. The two toggle switches (arrow) control 
direction of the motor. Jack for sync-tone control is located at rear of switch box. 


SIMPLIFYING 


THE SYNC 
PROBLEM 


A.C. signal recorded on tape 
edge synchronizes camera 


or projector with the recorder. 


By JAMES D. JONES 





JACK No. | 





YNC HEAD 














6.3-VOLT 
FILM'T, SUPPLY 
JACK No. 2 
FIG. 2—Wiring diagram of modified circuit of the Ampex 600 magnetic 


recorder, shown at right, which provides additional jack on 
to accept input from the sync-tone control on camera. 
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recorder panel 


Main support is bracket 


power to and also 


FIG. 3—AMPEX 


IN THE Fesruary and March, 1956. 
issues of American Cinematographer. 
James Whitaker described a “coinci- 
dent sound” system for the projection 
of home movies with sound, using a 
projector augmented by a quarter-inch 
tape recorder. Synchronism between 
the two machines was maintained by 
means of a 60-cycle pulse which was 
fed to an auxiliary sync motor attached 
to the projector, The  sync-control 
pulse was taken from the regular A.C. 
power line through a step-down trans- 
former at the time the film was pro- 
jected for recording, and the pulse tone 
was recorded simultaneously with the 
sound on the opposite edge of the tape. 

Thereafter. whenever the film was 
screened, the amplified sync tone gov- 
erned the speed of the projector, there- 
by keeping both film and sound tape in 
sync. Whitaker’s articles did not ex- 
plore the possibilities of using the 
equipment for recording “lip-syne” 
sound as movies are being filmed. 

I became intrigued with the simplic- 
ity and low-cost features of Whitaker’s 
system. I decided to explore its possi- 
bilities for providing syne sound in the 
production of semi-professional and 
documentary films. Having only lim- 
ited funds, I built as much of the 
equipment as possible and made the 
system as practical and efficient as I 
could. 

At the start of the project, | owned 
the following items: Bolex H-16 cam- 
era with an assortment of lenses, a tri- 
pod, Ampex 600 tape recorder, 4-chan- 
nel mixer. microphone. monitor system, 





600 magnetic recorder modified for coincident 








sound 


recording. The sync-tone recording head is located between the capstan 
and the play-record switch on the panel. 
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and a DeVry model RS 16mm optical- 
sound projector. 

The first step was modification of 
the tape recorder. I mounted a _half- 
track recording head on the front panel 
(See Fig. 3) so that the pole pieces 
contacted the edge of the tape opposite 
the edge used for sound recording. 
This head was wired to two 14” phone 
jacks, as shown in the diagram (Fig. 
2). Jack No. 1, insulated from the pan- 
el of the recorder. provides a connec- 
tion to the camera power switch, as 
will be described at length later. Jack 
No. 2 is so wired that when no plug 
is inserted, the recording head is auto- 
matically connected through jack No. 
| to the 6.3-volt filament supply. Plug- 
ging a patch cord into jack No. 2 dis- 
connects the 6.3-volt power and con- 
nects the head to the patch cord. This 
cord extends to the sync-tone amplifier. 
This completes the modification of the 
tape recorder. 

A small Bodine 60 R.P.M. syne mo- 
tor, purchased from a government sur- 
plus dealer for $25.00. was modified 
to serve the dual purpose of driving 
my Bolex camera for double-system 
sound production of films and also. 
when necessary, to control the DeVry 
projector so it would operate in syne 
with the tape recorder. The motor’s 
R.P.M. speed, while not correct for 
driving the camera. could easily be 
geared up to 2-to-] ratio for 16 fps. or 
to 3-to-1 for 24 fps. So, a simple step- 
up gear system was added to the motor. 
which is visible in Fig 1. This. plus a 
simple mounting to fit the camera com- 
pleted the mechanical assembly. 

Electrically, the drive system is not 
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complex. The motor is a “capacitor- 
start. capicator-run” type, and reversal 
of the motor is accomplished by means 
of a single-pole. double-throw switch 
incorporated in the wiring. The on-off 
switch is a double-pole. single-throw 
type, with one section controlling the 
motor. The other is connected to a 
phone jack, which is the terminus of a 
cable that extends to and is plugged 
into the No. 1 jack on the recorder. 
Thus. starting and stopping the camera 
automatically starts and stops the re- 
cording of the syne-tone on the tape. 


The above paragraphs outline the 
equipment required for the method of 
syne sound filming described herein. 
The actual use of the units in shooting 
a scene is outlined below. 

The tape recorder is set up and mi- 
crophone placement is determined in 
relation to camera angle, etc. The cam- 
era is then positioned in its desired lo- 
cation and both the camera motor and 
the recorder are connected to the same 
source of 110-volt. 66 -cycle A.C. power. 
\ cable of the required length is then 
plugged into the jack on the camera 
motor and extended to the recorder 
where it is plugged into jack No. 1. 
This hookup provides the sync tone re- 
cording on the tape. The recorder is 
started and when it is up to speed the 
camera motor is started, thus energiz- 
ing the syne head on the recorder. The 
start of the syne tone indicates also the 
start of the shot on tape, and the sync 
tone functions again when the film is 
projected by keeping the projector 
(and thus the film) in syne with the 
taped sound. 


In editing, the film frame with the 
start mark and the start of the sync 
tone on the tape are matched. and the 
selected takes—both tape and _ film 
are spliced in the desired sequence. 
Some trial-and-error splicing may be 
before 


necessary perfect syne is 


achieved, but otherwise satisfactory 
matching can easily be accomplished. 

To screen edited film with its accom- 
panying sound tape, the author uses 
the DeVry 16mm projector, unmodi- 
fied except for a mount to hold the 
syne motor that is used on the camera 
when shooting. (Fig. 4). The syn 
motor assembly couples to a drive shaft 
of the projector and thus serves as a 
governor to hold speed of the projector 
at either 16 fps or 24 fps, as desired. 
The regular projector motor is not dis- 
connected. but continues to function as 
the main motor power for the machine. 

The exact setting of the projector 
speed control is determined by observ- 
ing a stroboscope disc mounted on the 
projector. as shown in Fig. 5. illumi- 
nated by a small neon lamp energized 
by the same power source used to drive 
the syne motor. 

The third unit required for this sys- 
tem is the syne amplifier, which, as its 
name implies, amplifies the syne tone 
on the tape before it is sent along to 
the syne motor. The author uses a small 
10-watt amplifier for this purpose to 
which has been added another stage of 
gain. thus producing about 110-volts 
at 500 ohms. This stage of gain is vir- 
tually a copy of the microphone pre- 
amplifier in the Ampex 600 recorder. 
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FIG. 5—To check speed of projector for playback of sound films, operator 
illuminates stroboscope disc mounted on lower sprocket of projector using 
small neon glow lamp. (All photos by author). 


FIG. 4—The sync motor (arrow) that is used on the camera (Fig. 1) is 
Iso used to drive and maintain sync of the projector. Motor mounting 
designed to fit both apparatus. 
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Automatic Dissolve attachments for Cine’ 
Special and BOLEX REX or H-8 and H-16 
equipped with PELLEGRINI SHUTTER. 


JOSEPH YOLO, 1037 N. La Brea 
Hollywood, Calif. Phone Oldfield 4-3004 


Automatic Daylight Processing 
| | ~) DEVELOPING TANK 


Processes up to 400 Ft. 
8mm-16mm-35mm-70mm 
Movie—X-Ray—Microfilm 
Motor driven portable 
Tough plastic tanks 
Uniform Density Assured 





FILM DRYER 

* Motor driven—Heated 

* Speedy drying 

| * Automatic shrinkage allow- 
! ance 

| Stainless steel and 

| aluminum construction 
| 

: 


Easily assembled without 
tools 
* Compact, Portable 


Guaranteed. Write for Free Literature 


Micro Record Corp. s-"' 





Beacon, N.Y. 





South Ave. 








“Newest Improved Process” 
LAMINATED 
SOUND STRIPING 


QUALITY GUARANTEED 


16mm & 8mm 2%2c¢ Per Foot 
(Minimum 380 Ft.!\—Via C.0.D. Mail 


Since our thin (.0007”) high output magnetic 
track does not require a balancing stripe, the 
film seats perfectly in the gate of your pro- 
jector assuring shorp pictures when  pro- 
jected. 


736'. S. Atlantic Blvd... Los Anaeles 22, Calif. 
ANgelus 8-0584 








PHOTOGRAPHING “BEN HUR”’ 


Continued from Page 605 


was able to calculate various combina- 
tions of colors in rapport with the Kel- 
vin scale, adding or subtracting color 
when necessary. He thus was able to 
arrive at a norm through use of the 
designated corrective filters. With the 
aid of this meter, for example, Surtees 
determined the exposure and filter to 
use in order to make a “sunset” shot 
at high noon. 

In a similar way he solved the prob- 
lems resulting from any deviation in 
the color temperature of light on ac- 
tors’ faces. where complexions had 
changed because of exposure to sun 
and wind. Such color temperature 
checks enabled Surtees to decide when 
a makeup should be changed and how 
much. 

As the available Kodak CT filters 
were not entirely adequate to meet, 
in the additive color film process, the 
variations of color temperature under 
Italian skies, Surtees did some personal 
research with the view of combining 
certain Kodak CT filters with those of 
Photo Research Corp. To facilitate this 
step. the equivalent values of Kodak 
and Photo Research CT filters were de- 
termined as follows: 


Kodak Spectra 
82C equals 1, T 
82B ” 3, T 
§2A 2 T 
62 l T 
81 l S 
SIA 15/6S 
81B 2%, S 
S1C 3144 § 


Thus. when at 9:45 a.m. the CT 














r CINEKAD Microphone Booms 


i| CINEKAD Mike Booms are light in 
weight, rigidly constructed, precision 
engineered and ideal for location or 
studio work. 


1 
2 

ALL MODELS FIT 
IN YOUR CAR! 3 
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Write for Free Catalogue 


CINEKAD ENGINEERING CO. 


Each CINEKAD Mike Boom has a sturdy 


3-foot stand, which can be elevated to a 


Model BR-12 extends from 7 to 14 feet. 
Model C-12 extends from 7 to 14 feet; has 
external directional mike control. 

Model ‘“‘Miracle’’ extends from 7 to 18 
feet; has internal fitted noiseless directional 
mike control. 

Model C-18 extends from 7 to 20 feet; 
hes external directional mike control. 


height of 10 feet. 


763 10TH AVE., NEW YORK 19, N.Y. 
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meter indicated 13 in the blue/red 
range and 6 in the green/red range, 
this added up to a color temperature of 
5480° K. The meter chart showed that 
this required a 1T filter for the blue 
red. and none at all for the green/red 
range where color temperature was 
normal. Translating the meter calibra- 
tion. IT indicated that a Kodak 82 
filter would have to be combined with 
the normal 85 filter for proper color re- 
sults at that time of day. 

At 12 o'clock noon the same day. 
the sunlight registered the normal 
5700° K on the CT meter. which re- 
quired the use of only the 85 filter on 
the camera lens. But at 2:45 p.m., an- 
other meter reading indicated the color 
temperature of the daylight had de- 
clined to 5195° K. This called for 
using a Spectra 2T filter (or its equiv- 
alent. the Kodak 82A) in combination 
with the 85. 

As with the studio’s earlier produc- 
tion of “Ben Hur” many years earlier. 
the 1958-59 version was turned out by 
a production company divided into 
three units for flexibility and speed. 
Director William Wyler and Cinema- 
tographer Bob Surtees. heading the 
first unit, photographed most of the 
interiors for the picture and also su- 
pervised Units 1 and 2. Director An- 
drew Marton and Italian Cinematog- 
rapher Piero Portalupi headed the sec- 
ond unit, which concentrated on film- 
ing the chariot race sequence for the 
picture. The third unit was in charge 
of Director Richard Thorpe and Cine- 
matographer Harold E. Wellman. 
AS.C. This unit photographed the 
fight action scenes on the galleys. some 
of the chariot race scenes and did some 
retakes for the other two units. 

The chariot race is perhaps the most 
dramatic action sequence in the entire 
picture, climaxing as it does, the ter- 
rific struggle between the two antag- 
onists, Messala and Ben Hur. Alto- 
gether, five months were spent in 
shooting the chariot race scenes for a 
sequence that will run less than 40 
minutes on the screen. 

To take advantage of the predomi- 
nantly sunny days of the Italian sum- 
mer. Portalupi and his camera crew 
worked steadily from 6:30 a.m. to 5:00 
p.m. daily. Two and sometimes as 
many as four Panavision-65 cameras 
were set up al strategic places around 
the Roman Circus set where the race 
was staged. The cameramen handling 
the secondary cameras were directed 
by Portalupi by radio intercom, while 
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HALLEN 





HALLEN ELECTRONICS, DIVISION OF SCHOEN PRODUCTS 
332 N. LaBrea Ave., Los Angeles 36, Calif. * WEbster 1-5343 








Used World-Wide By Discriminating Cameramen 


CINEKAD SYNCHRONOUS MOTOR 
DRIVE—For 16mm Projectors 


Especially designed to drive all 
Bell & Howell, Ampro, Kodak, 
RCA, and Victor 16mm projectors 
at synchronous speed. 





Projector can be instantly attached to 
Synchronous Motor Drive and quickly de- 
tached at any time in a matter of seconds. 
An outstanding feature is the flexible 
shaft which connects motor with projector 
and permits smooth, quiet and steady 
operation. No special technical knewil- 
edge required for installation and mount- 
ing. Write for more details and prices. 


CINEKAD ENGINEERING COMPANY, 763 10th Ave., N.Y., N.Y., Plaze 7-351! 


One-year Guarantee! immediate Delivery! 


achievement in lenses by TAYLOR-HOBSON.- 
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Portalupi and his crew photographed 


the master shots. 

The traveling shots of race action. 
made with the camera mounted on a 
speedy camera car, were the most difh- 
cult to make, according to Portalupi. 
Despiie the fact the car was powered 
by a 300 h.p. engine and the Circus 
track was smoothed and watered down 
after every take, the camera car un- 
avoidably slipped into the furrows 
made by the chariot wheels on their 
first turn around the track. 


There was another problem. too. 
When shooting from the camera car. 
as it circled the track, the lighting had 
to be compensated for, as it would 
change progressively from. say, flat 
lighting to cross- or back-light as the 
camera car traversed its oval course. 
As far as possible. this situation was 
minimized by altering the lens stop 
during a run to conform with the light. 
with exposures ranging between £/5.6 
and f/11. 

Color temperature changes also had 
to be compensated. A constant check 
on the light was made throughout the 
day and the necessary color correction 
filters employed when necessary. 

lo produce in the photography the 
illusion of great speed in chariot travel 
during the racing action, it was de- 
cided, after shooting a number of tests 
and screening them, to photograph 
these scenes at the slightly reduced 
speed of 20 f.p.s. instead of 24. 

“When we were making chariot-race 
shots from a fixed position.” said Por- 
talupi. “where the chariots were charg- 
ing directly toward the camera, it was 
observed that the effect of speed was 
greatly reduced: so we reduced the 
camera speed further, to 16 f.p.s., then 
gradually increased it to 20 f.p.s. again 
as the camera, now panning, followed 
the chariots and caught them going 
away. No such problem was faced 
when making the traveling shots of the 
race. however, as the camera car usu- 
ally traveled at the same speed as the 
chariots.” 
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SEND FOR FREE SPECIAL EFFECTS CHART 
4241 NORMAL AVE.HOLLYWOOD 29 CALIF. 
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MOVING? 


When changing your address, please 
notify us at least four weeks in ad- 
vance. BE SURE to give your Former 
address as well as your New Address. 
Our Circulation Department needs 
both addresses in order to properly 
identify your address stencil. 

Your cooperation will insure that 
American Cinematographer will con- 
tinue coming to you regularly without 
delay or omission of issues. Thank 
you. 

{merican Cinematographer 











Both Portalupi and Director Marton 
were further guided in staging and 
shooting the chariot race scenes by a 
series of story-board drawings fur- 
nished them by the studio. Also, they 
studied at great length the chariot race 
scenes in the first “Ben Hur” picture, 
which the studio made many years ago, 

“We duplicated almost to the letter 
one scene in the original film, which 
seemed to us a most powerful one visu- 
ally in spite of the passage of time,” 
said Portalupi. “This was a pan shot 
made from a high elevation, with the 
camera following the chariots as they 
approached a turn around the Spina. 
(The Spina is a long, narrow platform 
accommodating spectators in the cen- 
ter of the Circus area.—Ed. ) 

To make this shot, the camera was 
mounted on one of two iron towers, 
which were about a hundred feet in 
height and built to provide the neces- 
sary elevation for another camera that 
was used to make matte shots. The 
camera was mounted at a height of 
about fifty feet and at an angle of 45 
degrees; it looked down upon one of 
the massive statues mounted on the 
Spina and provided a_ wonderful, 
unique view of the whole racing event. 

Cinematographer Wellman was as- 
signed to shoot the fight sequences on 
the galleys. Like Surtees and Portalupi, 
he also employed two or more Pana- 
vision-65 cameras for all key shots of 
action scenes. This sequence was shot 
in and on “the tank” on the Cinecitta 
Studio lot in Rome. More than 600 
actors and extras were employed in 
these scenes. according to Wellman. 
and the galleys were authentic replicas 
of the historic craft described in the 
famous novel, “Ben Hur.” 

To achieve the most dramatic effect 
pictorially, it was decided to give the 
encounter the aspect of taking place at 
dawn, which called for predominantly 
low-key lighting. Here frequent color 
temperature checks were vital to insure 
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scenes that would integrate perfectly 
with the rest of the picture. 

Prior to going to Rome for this as- 
signment, Wellman shot all of the min- 
iatures required for the galley fight 
sequence on the “lake” on MGM’s back 
lot in Culver City. 

Since completion of the photography 
of “Ben Hur,” the cutting, editing and 
dubbing of the vast amount of footage 
shot in Italy has been going on at a 
feverish pace so that the picture will 
be ready for its world premier some- 
time in November. 

Bob Surtees has remained in Europe 
where he has enjoyed a well-earned va- 
cation. Not content with being idle 
long, however, he recently undertook 
an assignment to direct the photogra- 
phy of “Bay of Naples” in Italy for 
Paramount Pictures, on loanout from 


MGM. S 





COLOR IN MOVIES, TV 


Continued from Page 617 


ening, or desaturation, of the images of 
such very bright, but intensely colered, 
objects as neon signs, traffic lights, and 
colored clothing upon which patches 
of direct sunlight fall when the subject 
is photographed in partial shade. 

The desaturation effect does not oc- 
cur in additive color (such as color 
TV), but it is only rarely detrimental 
to the overall color impression inas- 
much as the eye accepts some degree 
of color desaturation at excessively 
high light levels as a normal visual 
phenomenon. 

As mentioned in Part I, color film 
is embarrassingly literal in regard to 
the color of set lighting. Since pres- 
ent-day professional color negative is 
balanced for the “color temperature” 
of tungsten illumination (3200° K), 
high-intensity arc lamps used on sets 
in conjunction with “inkies” must be 
filtered by straw-colored gelatins (such 
as Brigham Y-1), else the areas il- 
luminated by them will photograph 
blue! 

Similarly, the use of regular color 
negative in daylight (or HI are light 
alone on interior sets) requires a yel- 
lowish filter for the camera. Wratten 
No. 85 is usually recommended. This 
filter is especially satisfactory for out- 
door use because it “cuts off” in the 
violet rather sharply at about 390 milli- 
microns, thus effectively preventing the 
exposure of color film to ultraviolet 
radiation. For a slightly warmer ren- 
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INTERNATIONAL MOTION PICTURE CO., INC. IANMUTSU” TOKYO 


KATAKURA SLOG. KYOBASH! 3-2. CHUO-KU, TOKYO, JAPAN 


Television, Promotional, Documentary, Travelogue, Industrial and Educational Films . 


Capital Film Laboratories, Inc, 
1905 Fairview Ave., NE, 
Washington 2, D.C, 


ATTN : Mr, Art Rescher 


Dear Art: 


Try to please the client and the audience at the same 
time with the same picture —- this is the question that sends 
many @ producer to the madhouse ; I imagine it is the same 
in the U,S,A, as it is in Japan, 


This time I think we were lucky - with the “Yamadas at 
Work" picture sponsored by the Ministry of Foreign Affaire 
in Tokyo and completed for us by you in Washington, D,C, 


Practically everybody seems to be eatisfied with the 
result, We seem to have a happy combination of an enlightened 
sponsor and first-rate cooperation from a first-rate lab, 


You are entitled to a big share in the congratulations 
we have received for this picture, 


Cordially, 


INTERNATIONAL MOTION PICTURE CO,, INC 


ae Oe: 


Ian MutBu 7 
President 


IM/en 








What He Said 


e Sound e Editorial e Laboratory Services 


Capital 


CAPITAL FILM LABORATORIES, INC. e 1905 FAIRVIEW AVENUE, N. E. 
WASHINGTON 2, D.C. e PHONE LAWRENCE 6-4634 





dering of exteriors. Wratten No. 85B 


may be employed. 

Fluorescent lighting units (common 
in TV studios) have no place on color 
motion-picture sets, and must never be 
used for color filming regardless of the 
dayilght-white appearance of their 
radiation. The spectral distribution of 
this radiation is very irregular. It is 
very weak at the red end of the spec- 
trum and contains the strong yellow- 
green and blueviolet lines emitted by 
the mercury arc. As a result, many 
colors photographed under fluorescent 
illumination are grossly distorted in the 
reproduced pictures. 


TO BE CONCLUDED 





BLUEPRINTING THE FILM 


Continued from Page 619 


much more significant budgetwise. If 
the client finds this point difficult to 
comprehend, it should be pointed out 
that while a pound of feathers and a 
pound of gold both weigh the same. 
there is certainly a difference in cost 
due to the factors that make gold more 
valuable than feathers. 

Translating this into filmic terms, 
certain cost factors must be clearly 
analyzed for the client. One important 
item is whether to shoot in color or 
black-and-white. Color is, generally 
speaking, more effective for most com- 
mercial subjects because it enhances 
visual interest. However, it is also more 
expensive, not only because the raw 
stock costs more, but because the rela- 
tively slower color emulsion requires 
more light (therefore, more lighting 
equipment) for filming interior scenes. 
Also, filming usually takes longer in 
color due to the extra precision needed 
to insure proper exposure, color har- 
mony, etc. The added cost of color for 
an average subject ranges in the neigh- 
borhood of 15 to 20 percent. 

The second item to be considered is 
that of sound. Few business films to- 
day are made without sound, but in 
the case of an absolutely rock-bottom 
budget this may be the only alterna- 
tive. Narrated sound is the least expen- 
sive and is more readily available to 
the small producer since there are re- 
cording studios in most areas that spe- 
cialize in rendering this service. Di- 
rect or “lip-sync” sound is much more 
complicated and expensive because it 
demands that the producer either rent 
or buy costly single or double system 
sound equipment. Also, if he wants a 
truly professional recording job, he 
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ENM-16 numbers 16MM film every 40 frames. An 

adjustment bar permits edge numbering the film in 
any area (16MM only). 

ENM-16-M numbers 16MM film every 16 frames to 

* match 35MM. Numbering can be done in any 


position on the film. 


NY. : . ENM-35 numbers 35MM film every 16 frames. A 
MOTION PICTURE combination 17'3,-35MM machine is available at a 
slightly higher cost. 


cf iL M ENM-70 numbers 70MM film every 16 frames. 
(Equipped with an 80 tooth sprocket with five 
WI DTH perforations per frame.) 
ENM-16 


seapine can edge number rolls up to ) | fi | : | $2675. 


Friction devices control the payout reel. 
A torque motor allows the film to be taken 
up evenly and smoothly. An adjustment 
knob for the torque motor rheostat per- 
mits quick adjustment to take up 1000, 
2000, and 3000 foot reels. 

The impression roller is free wheeling and 
self adjusts itself to give a most legible 
number without the danger of embossing. 


A simplified inking system with an eccen- 
: tric center roller in the ink well provides 





quick alignment for the appiicator sponge 

rubber roller. A doctor knife in the inkwell 

removes all surplus ink from the inking ENM-35 
rollers. 

There is a simple adjustment for dis- om 

pensing the amount of ink required. 2500. 

The unit has a small brush wheel to clean 

the numbering element after the number 

is applied. ENM-70 


A micro switch cuts the power when a roll 
of film is completed. $3250. 


A Veeder Root counter checks the film 


footage. 
A keeper holds the film in place for sync NU M Breit! NG 


mark and spot coding. 

The handle in front permits the operator oc 

to manually turn the numbering block to BL K 

the desired position for a number change. 

Running ~ is between 80 to 110 feet The numbering block generally consists of two 

Po em letter wheels or one number and one letter wheel 
manually operated and four number wheels which 
move automatically and number from 0001 to 
9999. Ail numbers can be reset by hand to begin 
at any desired number. 








& ENB-35 ($400) ...Numbering block for 35MM indi- 
rect reading. Two letter wheel and four numbers. 


direct reading. One letter and four numbers wheel 


& ENB-16 ($400)...Numbering block for 16MM 
or two letters and four number wheel. 


MAIN OFFICE: 956 SEWARD, HOLLYWOOD, CALIFORNIA, HO 2-3284 
& be F HOLLYWOOD FILM COMPANY °¢ reels ¢ cans ¢ shipping cases 


BRANCH : 524 WEST 43RD ST., NEW YORK, NEW YORK, LO 3-1546 





OCTOBER @® 1959 627 








must hire professional sound techni- 
cians, 

Other budget considerations include: 
(a) The number of locations involved 
and the distances between them; (b) 
Whether there is a preponderance of 
exteriors (which can be shot without 
auxiliary lighting equipment) or in- 
teriors (requiring elaborate electrical 
and lighting installations); (c) The 
number of “actors” required and 
whether or not these must be profes- 
sionals; (d) Animation, if any, titles; 
(e) Complicated special effects; (f) A 
background musical score; (g) Expen- 
sive sets, costumes or props that must 
he bought, fabricated or rented; etc. 

Obviously all these details must be- 
come a part of the initial blueprint so 
that the producer may intelligently 
contract to produce a film that will 
meet the client’s needs, stay within the 
available budget, and assure the pro- 
ducer a fair profit for his labors. 

The producer must constantly re- 
member in pre-planning that time is 
indeed money. Even if he is a jack-of- 
all-trades who functions as a one-man 
studio, he will find that set-ups, which 
require an inordinate amount of time 
to execute. will run his overhead up 
prohibitively and also prevent him from 
deriving the maximum return for the 
amount of time and effort he expends 
on the project. 


Time To Write Script 


After the various elements of the 
proposed film have been blueprinted 
to the point where there is a close 
meeting of minds between client and 
producer and after the budget has 
been set and approved—then and only 
then should an actual shooting script 
be written. If the producer does his 
own scripting, as many do, he should 
follow the blueprint he has sketched 
up to that point and make sure his 
shooting script is a faithful expansion 
of that outline, neither adding nor sub- 
tracting elements that might change the 
cost pattern. Clients often try to add 
extra trimmings during the scripting 
stage (“Five minutes of animation 
would do wonders for that last reel, 
don’t you think?”)—but they should 
be reminded that this item was not in- 
cluded in the approved budget (which 
should be in writing and signed by 
both parties). Where the client insists 
on having animation, etc., prepare and 
submit a supplemental budget that will 
show him what the extra cost will be. 

Where the film producer hires a 
writer to expand the original outline. 
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he should constantly ride herd on the 
fellow to make sure that he doesn’t get 
carried away with his own words and 
sneak in an extra sequence involving 
a cast of thousands. Words are cheap: 
translating them into celluloid can get 
expensive. 

The shooting script should be as de- 
tailed as possible. including not only 
the action and dialogue but a precise 
description of sets, props, special ef.- 
fects, etc. Extra time spent in writing 
a detailed script will pay off impor- 
tantly when the next stage of blue- 
printing is reached. 


Planning The Shooting 


When the final shooting script has 
been approved, the producer or his 
assistant or both should analyze the 
script most carefully and prepare lists 
of the separate sets, locations, actors. 
changes of costume, props, special ef- 
fects, etc., along with the numbers of 
the scenes in which they are required. 
If the shooting script has indicated all 
these elements in detail such a break- 
down should not be very difficult. 

Once the breakdown is complete, 
pre-planning should begin immediately 
to make sure that all the elements of 
production will be ready when and 
where needed. As part of the blue- 
print, the breakdown lists should be 
set up in the form of check-charts so 
that the producer will know at every 
step of pre-production which elements 
have been secured and which still re- 
main to be locked down. 

Location sites away from the studio 
should be scouted and checked to make 
sure that they are suitable and that no 
insurmountable problems exist. It is 
especially important that proposed in- 
terior locations be inspected for the 
availability of sufficient electrical cur- 
rent to run lights, cameras and sound. 
For a film to be shot in black-and- 
white existing circuits will often suffice, 
but for color filming, whenever scenes 
of wide scope are to be filmed, ar- 
rangements may have to be made to 
secure additional power. In such cases. 
when shooting in large buildings or 
factories, sufficient current may be ob- 
tained by “tying” auxiliary cable di- 
rectly into the main switchbox. Here 
it is advisable to have this done by 
the electrician or maintenance man on 
the premises, since he is familiar with 
the board and its connections. If such 
an arrangement cannot be worked out. 
then a transformer or generator should 
be located in advance so that shooting 
may proceed on schedule. 





Where actors are to be used, they 
should be interviewed and their avail- 
ability verified far in advance. If, in- 
stead of professional actors, you plan 
to use personnel employed by the client 
(a procedure which often saves money 
as well as lending the film an authen- 
tic quality), interview these people to 
make sure that they are reasonably 
photogenic and are able to handle 
whatever dialogue they may be given. 

What sets may be required should 
be constructed. Special props and cos- 
tumes should be located. or fabricated 
if they are not available on rental. Any 
special camera, lighting or sound 
equipment required should be pin- 
pointed and reserved far in advance. 

The final step in blueprinting is 
setting up the shooting schedule. or 
calendar of production. The objective 
here is to schedule the photography 
in order to get the best result on film 
in a manner that will save both time 
and money. 

Shooting in sequence is rarely the 
most efficient or economical film pro- 
duction method, and it is almost never 
done in professional production. Gen- 
erally speaking it is wise practice to 
schedule a few relatively simple and 
less important sequences to be shot 
first, so that cast and crew may get 
used to working together; also any 
technical bugs which become evident 
early in production may be worked out 
in a relatively painless manner. Next. 
the more difficult or demanding se- 
quences should be shot while cast and 
crew are still fresh and enthusiastic 
about the project. Leave for last the 
routine sequences which will not suffer 
too much if the creative flame is burn- 
ing low or if you find yourself run- 
ning out of time and/or money. 


Grouping Scenes For Economy 


In setting up an effective shooting 
schedule it is advisable to group to- 
gether scenes that are to be shot in a 
common locale or with the same actors. 
even though such scenes may be widely 
separated in the continuity of the script 
itself. For example, if Scenes 10, 53 
and 102 all take place in some distant 
locale it is common sense to shoot all 
three scenes at the same time rather 
than to make three separate trips to 
the location. Similarly, if a high-priced 
actor is engaged to appear in Scenes 
9-18 and 117-135, it is logical. all other 
considerations being equal, to schedule 
all his scenes together rather than keep 
him waiting around for weeks on salary 
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Model S635-1 


not shown) 


Sprocket Assemblies 
16 or 35mm $32.50 ea 


Single Sprocket 35mm Synchronizer 
Single Sprocket 16mm Synchronizer 


$95.00 
$95.00 


Model S616-3 
Three sprocket 
16mm_ Synchro- 
nizer with 
Spacer and Mag- 
netic head 

$215.75 











optical magnetic film 
sound and tape 
readers sound 
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$269.50 















Power film slitter 
16mm to double 8mm sm 


Look for this 
trademark 


FOB Factory 
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Designers and Manufacturers of Equipment for the Motion Picture and TV Industries 


DIVISION OF PRECISION CINE EQUIPMENT CORPORATION 


1037 UTICA AVENUE 
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385mm (15 in.) £/4.5 


CENTURY SUPER TELE-ATHENAR! 


TELE-LENS! 
ONLY $229.50 













In Precision Focusing ‘‘C’’ or Kodak Mount. 
RAZOR SHARP! COLOR-CORRECTED! 
Lightweight (only 40 oz.!) The only high 


power tele-lens designed especially for 
16mm! Not an adapted ‘'soft’’ still camera 
lens. Fully guaranteed. Ideal for Bolex 
Reflex, etc. Reflex beam splitter finder 
for B&H, K-100, etc. $74.50 extra. (Re- 
movable.) For Arri add $16.50. Sup- 
port bracket $24.50. Custom hard case 


$24.50. The ideal lens for wildlife. Ship- 
ped postpaid, insured. A money-making 
lens. Now widely used by NBC-TV, CBS- 
TV, U. S Gov't. Naw, etc. Made in U S A, 


CENTURY 
PHOTOGRAPHIC EQUIPMENT CO. 


10659 BURBANK BLVD. NO. MOLLTWOUD, LAL. 


SS 

SPECIAL EFFECTS 

CAN GREATLY ENHANCE ANY 
FILM PRODUCTION 


Fades, dissolves, wipes, hold frame, reverse 
action or direction, enlarge or reduce image, 
lengthen or shorten scene, speed up or slow 
down action, zoom forward or back, push-offs, 
distortion or ripple effect, out-of-focus dissolve, 
flip-overs, page-turn effect, split screens, super- 
imposures, matting, dodging, filtering, tinting, 
bas relief effect, and many other scene modifi- 
cations and manipulotions are available in 
Color, BAW, 16mm, 35mm. 

30 YEARS OF MAJOR STUDIO EXPERIENCE 
AND THE FINEST OF EQUIPMENT ARE NOW 
AT THE DISPOSAL OF THE INDEPENDENT 
PRODUCER. 

Your inquiries ore 
available. 


FILM EFFECTS 


of Hollywood, Inc. 


1153 N Highland Ave., Hollywood 38, Calif. 
Linwood Dunn, ASC, President 


invited. New price list 





BOLEX REFLEX 
From an original 6X to an 8X full field and 


DUAL POWER VIEWER for 


16X critical focus LARGER IMAGES—BETTER 
SHARPNESS CONTROL WITH ANY LENS 
Easy to Operate—Guworanteed for Life—More 
Information Available—When Viewer only is 
sent $54.00—When sent with Comera $60.00. 


PELLEGRINI-PIEK 
1545 Lombard St., San Francisco 23, Calif. 


Makers of Variable Shutter Units fer all 
Bolex H Cameras. 








To Classified Advertisers 


Cepy deadline for classified advertising is 
the Ist of month preceding publication date. 
Mall copy and remittance to cover cost to 


AMERICAN CINEMATOGRAPHER 
1782 No. Orange Dr., Hollywood 28, Calif. 
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until it is time to shoot his subsequent 
scenes. 

In planning the shooting schedule 
for a commercial or industrial film in 
which there are both interior and ex- 
terior sequences, allowances should be 
made for possible inclement weather. 
Where exterior filming is scheduled, 
an interior “cover” set should also be 
ready so that the company can move 
indoors and continue shooting should 
the weather change and prevent shoot- 
ing outdoors. 

The last stage of blueprinting in- 
volves the processes that take place 
after shooting is completed. These in- 
clude developing of the exposed foot- 
age, selection of print takes, work- 
printing, edge-numbering, editing and 
scoring, sound re-recording or dubbing, 
the filming of titles and inserts, and 
the timing of the first or “answer” 
print. The producer must get to know 
these facilities so well that he can 
accurately estimate how long each pro- 
cess will take. Only in that way can he 
give his client a definite promise that 
the film will be completed on a speci- 
fied date. 


The importance of proper pre-plan- 
ning in the production of business films 
cannot be too deeply stressed. The time 
spent in blueprinting such films in ad- 
vance is a wise investment when com- 
pared with costly time that might be 
lost once the film is in production. The 
successful producer of commercial and 
industrial films does not take chances. 
He plots his course at his desk long in 
advance of shooting—for that is where 
good business films are made. 





“REFERENCE WHITE” 


Continued from Page 614 


operate within stringent limits; there- 
fore the correct detail must be on the 
film! 

Here, then, is where the breakdown 
occurs in communications between the 
film producer and video operator. 

Where is this means of communica- 
tion to be found if not in the picture on 
the monitor? Surely this should be the 
proof of the pudding. But, to repeat, 
what the video operator sees when the 
spot whisks past his eyes during the 
frenetic activity at the time of station 
break, may not be what the film pro- 
ducer wants the home viewer to see! 

The video operator gets much of his 
information from the wave-form moni- 
tor that is located generally beneath 
the picture monitor in the television 





control room—the wave-form monitor 
being something of an analyzer of the 
picture in terms of electrical transmis- 
sion characteristics. The video operator 
cannot exceed certain levels on his 
wave-form monitor, regardless of what 
his incoming signal is — say, in this 
case, from a film — without seriously 
upsetting the transmission. 

This isn’t all. Films that look great 
when projected on a screen may look 
bad indeed when transmitted through 
a television system. In general, with a 
good film projector-screen system— 
that is, a bright light source in the pro- 
jector and a good white screen which 
will yield a standard screen brightness 
—brightness ranges of more than 100 
to one can be perceived easily in the 
screening of a well-photographed film. 
This means that detail in both white 
objects and black objects can be seen 
when the relative brightness from 
white to black is 100 to one. In other 
words, detail in the nuances of “white- 
ness” in, say, a white curtain can be 
seen at the same time that the differ- 
ences in “blackness” of a man’s tuxedo 
can be seen. The relative “whiteness” 
of the curtain is “/00” in respect to 
the “blackness” of the tuxedo of “one.” 

In contrast to this, the television sys- 
tem is capable of handling a scene or 
signal brightness range of only 30 to 
one. This is influenced by many things 
including the optical and electrical 
characteristics of the television receiv- 
er, and the fact that most television 
viewing is done with much more am- 
bient room light than is found in a 
film screening room. 


Thus the picture mentioned earlier 
that looks great in the viewing room, 
would suffer in comparison when tele- 
cast. All of the subtle shadings of white 
in the curtain would disappear in tele- 
casting—the whole curtain would just 
be white. Shadings of black in the 
man’s tuxedo would also disappear 
when telecast—it would just be black. 
In other words, whites and_ blacks 
would be “compressed”—which is the 
word the television boys use for this 
effect. The only shadings that would be 
telecast would be those encompassing 
a 30 to one range. 


Now here’s the rub: The transmis- 
sion operator could set his video level 
so that the curtain would look pretty 
good, with the subtle shadings of white 
visible. But then the tuxedo would be 
flat black and perhaps several other 
objects in the scene, which looked grey 


when seen in the viewing room, 
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would be out of sight in black. Con- 


versely, the operator could set his video 
level so that the shadings in blackness | e 
of the tuxedo might be seen. Then the L er 


curtain would be white and undoubted- 
ly the pretty giri’s face would also ap- 
pear so white she'd look like Dracula’s . ° 

secretary. Generally, the video operator Fluid Action 
sighs and sets his video level to a good 
flesh tone and lets the chips fall where 


they may—so long as the FCC is satis- T R | t oO D H 
fied. 


There are two positive actions which 
can be taken to insure maximum qual- 


ity in TV film transmissions. Specifi- These are current production models. All have Neoprene 


cally, this is the use of “reference seals and the latest type stabilized high-viscosity Silicone fluid. 
white” and proper lighting ratios in . ; , : _ 
sondeitin ooh TY ty The MILLER Fluid-Action tripod head is the original and the 
ing spots. . 
only patented fluid head on the market. 
{. If the film producer: ileal — 
a) includes an object in the scene * 
whiter or brighter than any 
other proagerans (from a dra- The New Miller 
matic or advertising point of 
view) object or flesh tone in GROOVED LEG TRIPOD 
the scene. with Ball Leveling Top 
b) makes sure that his brightness 
ratio does not exceed 20-1. Dealer Inquiries Invited 
(Product gamma _ boosts the 
contrast in the final print by a MILLER PROFESSIONAL EQUIPMENT 
factor of 1.5x to 30 to one— 285 MELBOURNE AVENUE ° ASTORIA, OREGON 











the outside limit of brightness | 
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contrast that the TV system 

can handle without compress- 

ing or “electronically averag- 
ing” the gray scale. ) 

Il. The video engineer will be able 
to peg “reference white” at one volt, 
and all the intermediate tones will fall 
into the proper relationships, as orig- 
inally intended by the film producer. 

One other consideration that should 
not be overlooked is the importance of 
screen-reviewing commercial and enter- 
tainment TV films under conditions ap- 
proximating as closely as possible ulti- 
mate video viewing conditions. How 
many times has a sponsor — pleased 
with initial screenings of the answer 
print—stormed when he saw the same 
film on his home TV set? There’s one 
way to avoid this unpleasantness: Dem- 
onstrate the print on a TV system for 
the sponsor. Or, if such facilities are 
not readily available, screen the print 
on a projection screen no larger than 
the average TV screen. 

In summing up this discussion, 
Workshop spokesman John Stott said: 
“In a sense, here, we are over-simpli- 
fying. Obviously, use of ‘reference 
white’ and proper brightness ratios 
will, to a large extent, be dictated by 
the dramatic requirements of individ- 
ual scenes. In some cases, for example, 
it may not be possible to devote any- 
where near the suggested 10 per cent 
of screen area to ‘reference white.” 
However, if some bright object can be 
included in the scene—possibly a hand- 
kerchief or a glimpse of white shirt—it 
will make for better results where it 
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really pays off on the home re- 
ceiver.” = 
FOG MAKER 


Continued from Page 606 


above. Type 1961 is a small compact 
unit which is used by many Hollywood 
studios where it provides a useful tool 
for the Special Effects department. It 
is powered by a 110-v, 60-cyc. A.C, 
motor instead of pulse-jet. 

Type 1993 is the “Senior” model for 
use where fog or mist is to be produced 
in great quantities. The unit can pro- 
duce sufficient vapor to create the effect 
of ocean fog over a large area or to 
simulate a volume of smoke issuing 
from the windows of a burning build- 
ing. The generator or dispensing unit 
is semi-stationary and is usually con- 
nected by a hose to a 55-gallon drum 
that contains the fog-making com- 
pound. The generator unit will operate 





for a period of five hours on about 5 


gallons of fuel. 

The smaller units are ideally suited 
to the needs of the small, independent 
industrial and TV film producer, while 
larger studios will find any one of the 
three models suitable to the average re- 
produc- 

* 


quirements of general film 
tion, 





CLOUDS MADE TO ORDER 


Continued from Page 611 


bright. This characteristic provides a 
means of producing bright, fluffy 
“clouds.” Obviously sky-correcting fil- 
ters are not used, for if the sky is dark- 
ened by filters, the brilliancy of the 
“cloud” is destroyed. An appropriate 
negative of a skyscape that has been ex- 
posed with good filter correction is 
chosen. The view should have a per- 
spective and cloud arrangement that 
will later form a pleasing composition 
when a transparency made from the 
negative is combined with an actual 
foreground setting. When making the 
positive transparency, the lower portion 
is “dodged” off so that the foreground 
setting may be photographed through 
this portion which is completely clear 
and transparent, 

The transparency is set up before the 
lens of the camera, as illustrated in the 
accompanying photo, and is adjusted 
so that the horizon of the transparency 
is in proper relation to the horizon of 
the actual scene. A wide-angle lens is 
employed and the smallest lens-stop 
possible is used so that the transpar- 
ency and the actual scene may be in 
the same relative focus. In bright sun- 
light, stops from //14 to {/22 are usu- 
ally desirable. As wide-angle lenses at 
small stops have great depth of field, 
the focus may be set considerably for- 
ward of the actual objects in the scene, 
so that the transparency and the most 
distant parts of the actual scene may be 
in equally sharp focus. Coated lenses 
are of decided benefit to the system be- 
cause of the better definition, crisper 
images, and the lack of the “hot spot,” 
often 
lenses are stopped down greatly. 


encountered when wide-angle 

Because the process is invariably 
used on location where transportation 
is an important factor, the relatively 
small size of 11 X 14 inches was estab- 
lished for the transparencies. For sta- 
tionary scenes the transparencies are 
placed about 18 inches from the lens. 
For panoramic scenes a device is em- 
ployed that accommodates transpar- 
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ency films 16 X 40 inches in size. 
Films are used because they may be 
curved to the radius of the panning 
camera and thus be at a uniform dis- 
tance from the lens. To overcome dis- 
placement or “slippage” the camera is 
so mounted that the nodal point of the 
lens is at the axis of the vertical tilt 
and panoram. For the stationary set-up 
the transparency is attached to the 
usual matte-box supports, while for the 
panoramic attachment an auxiliary 
plate is introduced between the tripod 
and the panoramic head. To this plate 
is attached the holder for the curved 
plates, for obviously they must remain 
stationary while the camera is panned 
across the transparency. 

From the back of the plate to the 
matte-box a bellows is fitted to exclude 
any rear reflections, while the usual 
umbrella is all that is necessary to keep 
any direct light from hitting the front 
of the transparency. 

This invention has been in use since 
late in 1939, and many of the produc- 
tions of 20th Century-Fox studio have 
been released with cloud scenes made 
by this process. In many cases artificial 
cloud scenes are edited in with real 


cloud scenes, and even the cameraman 
who photographed them both is after- 
ward often at a loss to tell which is 
which. 

Besides the great advantage of being 
able to pictorially beautiful 
scenes unfavorable circum- 
stances, the economic importance of 


create 
under 


the method is very great. In one pro- 
duction, for example, some forty of the 
scenes were made in this manner, If 
the clouds had been put in by the 


Continued on Next Page 





BOLEX ACCESSORIES 
BY STEVENS 


Sound Sprockets 
Write for our Bolex Accessory Catalog. 


OUR NEW ADDRESS 


340 N. Newport Bivd. 
Newport Beach, Calif. 





Stevens Enginrering Co., Dept. 


Variable Shutter * Split-Frame Mask * Synchronous 
and Battery Camera Drives * Time Lapse Timer * 
Lens Extension Tubes * Rackover * Turret Lever * 
Third Turret Stop © Turret Filter Slides * Camera 
Base * Lens Control Handle * 400-Ft. Magazine * 


a 














CINEKAD 
Universal Camera Clamp 


This Clamp is a new idea of fastening securely 
a movie or T.V. camera to restricted locations, 
such as: trees, roofs, windows, walls, doorways, 
ceiling beams, bridges, boats, wild-life shooting, 
hide-outs, wind tunnels, airplanes, rockets, etc. 


MODEL UC-16—will take a load up to 65 Ibs. 


MODEL UC-35—will accommodate _ all 


35mm 


movie and T.V, cameras and will take a load 


up to 150 Ibs. in any position. 


Write for our free 28-page catalogue. 


CINEKAD ENGINEERING CO. 


763 Tenth Ave., New York 19, N.Y. 








Because We 
Roll Our Own!” 


NO JOB TOO SMALL 
NO JOB TOO LARGE 


“Frost Lighting Rentals 
Get “Anywhere” Faster 
















e ARC EQUIPMENT 


e M.R. INCANDES- 
CENT EQUIPMENT 


e DIMMERS 

e AC AND DC 
GENERATORS TO 
1500 AMPS 


e PORTABLE 
TRANSFORMERS 


e SUNDRY 
ACCESSORIES 


WORLD WIDE 
SERVICE 





















234 P iquette 
Detroit 2 


Mich. 
(Dept. IP) 


Canadian Office: Hollywood 


6 Shawbridge Ave. 
Toronto, Ont. 
BElmont 2-1145 


Office: 
4224 Teesdale 
N. Hollywood 
POplar 2-8296 

















OCTOBER @® 1959 


633 





matte-shot method the cost would have 
run into many thousands of dollars. 
The complete outfit that was used cost 
less than $100. The set-up is quite sim- 
ple and is accomplished almost as rap- 
idly as an ordinary set-up. The camera- 
man has the visual effect before him on 
his groundglass. After adjusting the 
transparency to fit the setting, he is 
ready to make the scene. No further 
tests or experimentation is necessary. 
No alteration of the negative is neces- 
sary, and it is processed in the usual 
way. 

Clouds that fit the mood of the scene 
may be selected at will. Bright fleecy 
clouds may be used for the usual run of 
scenes or sombre, threatening forma- 
tions to indicate approaching storm or 
trouble, as the mood requires. It is 
quite practical to give movement to the 
clouds by slowly moving one or more 
plates across the field as the scene is 
being taken. However, in the majority 
of cases this is unnecessary for in edit- 
ing the scenes do not remain long 
enough on the screen to detect motion. 

In addition to simplicity and econ- 
omy, the method has the advantage 
over the matte-shot method of being 
able to place action over the sky area. 
In the matte-shot and duping methods, 
it is necessary to keep all action below 
the horizon, lest such action run over 
into the division line when the sky por- 
tions are later exposed in. The cloud 
portions of the transparencies are ordi- 
narily perfectly clear, only the areas 
between clouds having any density. As 
long as the action stays within the 
“cloud” it may be placed anywhere in 
the sky. Buildings, steeples, moving 
trees, and the like may extend over the 
horizon, When it is known that close- 
ups are to follow extreme long-shots in 
the same sequence, a suitable cloud 
plate is chosen so that the action may 
be properly composed in both. Dark 
objects or silhouettes may 
through the sky portions with no 
“ghosting” whatever, for they are but 
obstructions to the printing light of 
the sky. 

As the intensity of the skylight 
varies greatly, from a direct frontlight 
to an extreme back-light, a great num- 
ber of transparencies of different densi- 
ties would be required to suit all such 
conditions if some means of control 
were not possible. Such a control is 
provided by a graduated neutral-den- 
sity filter. For front-lighted and side- 
lighted subjects the light is relatively 
uniform and control is seldom neces- 
sary. For back-lighted subjects the sky, 


extend 
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hence the printing light, varies consid- 
erably from sunrise to noon and on to 
sundown. For such shots we carry two 
densities of the same plate. Adjust- 
ments between these densities are pro- 
vided by the graduated neutral-density 
wedges. If the sky is extremely brilliant 
and the transparency is rendered too 
light in relation to the foreground, the 
neutral-density filter is adjusted so as 
to retard the sky area only. When the 
transparency is rendered too dense in 
relation to the foreground, the filter is 
inverted so as to retard the foreground 
area, allowing the sky area to “print 
up.” 

Location kits contain about twenty 
different transparencies, including ex- 
amples of front-lighted, side-lighted. 
and back-lighted clouds. In some the 
composition is arranged so that build- 
ings, trees, etc. may extend over the 
horizon on one or both sides. As the 
plates may be reversed left to right to 
suit the composition or lighting condi- 
tions, the number of plates required is 
thereby reduced. From time to time 
new transparencies are made, and be- 
fore being put into production their 
densities are tested photographically. 
Those that meet approval are put into 
the location kits. Needless to say this 
system has the hearty approval of the 
cameramen. No longer do they dread 
having to photograph exterior scenes 
on cloudless days. The directors like- 
wise, realizing the importance of pic- 
torial beauty in the productions, have 
been most cooperative in arranging ac- 
tion within the limits of the method. 

This system is not intended to re- 
place real clouds. It does, however. 
offer a fine substitute when nature has 
not been generous. Even when there 
are real clouds in the sky, the scenes 
may have to be photographed at an- 
cles that do not include the clouds. 
Edited together, scenes with and with- 
out clouds are inconsistent. This meth- 
od fills in the gaps. Dramatic moods 
may be created by choosing suitable 
cloud formations regardless of the ac- 
tual sky conditions at the time. Hazy 
skies. which are so different to control 
with color-correcting filters, make no 
difference to the transparency, which 
requires only a printing light whether 
it be hazy or otherwise. By using suit- 
ably toned or dye-toned transparencies 
the method may be applied to color- 
photography. 

Rear-projection plates may be made 
at any time after or before the regular 
production long-shots have been made. 





Using the same transparency for both 
purposes guarantees that the identical 
cloud effects will prevail in each when 
the final scenes are edited in sequence. 

While it is impossible to discuss here 
all the adaptations of this synthetic 
cloud-making system, its very simplic- 
ity makes it a practical tool for the in- 
dependent film maker as well as the 
Hollywood studio. Today, it is regu- 
larly used at 20th Century-Fox studio, 
where frequent improvements in the 
technique and the equipment have kept 
it abreast of modern cinematographic 
developments. bd 





TRAVELING MATTE PROCESS 
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monochromatic lighting of the backing 
be used, color separation negatives 
may be obtained, of which two re- 
semble Fig. 4 and one resembles Fig. 
10. A print of Fig. 10 gives Fig. 9. 

The fundamental objection to both 
the above methods is, however. that 
although Fig. 6 is geometrically iden- 
tical to Fig. 4 it is not necessarily the 
same in image content. 

Fig. 11 portrays a man standing 
in front of a window, through which 
is seen a landscape and in which is 
seen a reflection of the man. Fig. 11 
comprises the separate components Fig. 
12 and Fig. 13. The reflected image 
in Fig. 12 has no opacity and must 
therefore be superimposed without mat- 
ting on the landscape of Fig. 13. The 
matte required for Fig. 12 is there- 
fore shown as Fig. 14, for which the 
appropriate negative is Fig. 15. Fig. 
15 can only be derived from the prop- 
erty of opacity in the foreground scene 
of Fig. 12; that is, a photograph must 
be made of an illuminated backing in 
front of which is placed the unillumi- 
nated foreground. Similar considera- 
tions apply to the production of mattes 
of transparent objects, tracery, smoke, 
rain, etc., all of which may require 
double-exposure in the printing of the 
composite scene. 

The production of a composite scene 
requires therefore the following initial 
steps: (i) a straight photograph of the 
background; (ii) a photograph of the 
foreground in front of an_ unillumi- 
nated backing; (iii) a photograph of 
an illuminated backing in front of 
which is placed the unilluminated fore- 
ground. 

The process which will now be de- 
scribed is suited to the creation of all 
those types of scenes which can be 
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separated into foreground and_ back- 
ground components, with one excep- 
tion—namely, scenes in which some 
feature of the background is reflected 
in a part of the foreground, such as 
a view through the windshield of a 
car, in which the sky is seen reflected 
in the top of the car’s hood. Here, we 
have no clear division of the scene 
into dissociated components. The re- 
flection in the hood of the car must 
be derived directly from the back- 
ground, and such a scene might be 
better produced by some alternative 
process such as back projection. In 
practice, however, this could 
readily be “cheated” by making the 
surface of the hood mat and so elimi- 
nating the unwanted reflection. 


scene 


It is now required to produce the 
three component images detailed above. 
The first of these, a straight photo- 
graph of the background, presents very 
few special problems. Such considera- 
tions as do arise are matters of detail 


and need not be considered at this 
stage. 
The second and third component 


images are in effect different aspects 
of the fereground and as such must 
be produced simultaneously. There are 
processes which produce these two 
images alternately, in association with 
intermittent lighting arrangements. 
Such a technique inevitably results in 
time-parallax between the two series 
of images and prevents their satisfac- 
tory superimposition, leaving in gen- 
eral a “line” around any moving fore- 
ground objects. 

The successful outcome of shooting 
scenes by this process depends on the 
amount of prior thought which has 
been put into their conception. The 
planning of a composite scene requires 
not only some knowledge of the me- 
chanics of the process, but more espe- 
cially the ability to think in terms of 
composition and perspective. This fa- 
culty being the prerequisite of the art 
director, he is the most suitable mem- 
ber of a production unit to plan the 
scenes in detail. He is governed in this 
operation by the producer and director, 
and assisted by the traveling matte 
technician, whose responsibility it is 
to supervise all aspects of the photog- 
raphy of traveling matte foregrounds. 
Attention must be paid to the correla- 
tion of perspective between the differ- 
ent components of a composite scene. 
This is best attended to on the drawing 
board and not left to be worked out 
on the studio floor. 
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Shooting the foregrounds proceeds 
at much the same pace as shooting 
straight scenes, a rate of eight set-ups 
per day having frequently been at- 
tained. The exposed negative is sent 
to the laboratory for development, and 
foreground rushes are seen the follow- 
ing day. Both negatives are retained 
at the laboratory. 

Shooting of backgrounds may pro- 
ceed independently and is governed by 
the rules which apply to the shooting of 
process material in general. It is de- 
sirable to expose a full frame, as this 
allows the background scene to be 
reversed (left to right) without inter- 
ference from the sound track area. 
Backgrounds are in general preferably 
shot before the foregrounds. During 
shooting, records of their set-ups are 
made on_ specially-designed forms, 
which are then of direct assistance to 
the art director in planning the fore- 
ground sets. 

When both foregrounds and _back- 
grounds have been shot, it is then pos- 
sible for instructions to be given to 
the laboratory for producing the com- 
posites. These new negatives are given 
new slate numbers and take their place 
among the rest of the material shot 
for the production. The proportion of 
a feature film which is made by this 
process is frequently anything up to 
10 percent of the total running time 
of the film. 

The process is now well established 
in the United Kingdom as a practical 
aid to film production. Some use of it 
has also been made by overseas pro- 
ducers, and it seems probable that its 
applications will continue to expand. 

Traveling matte is frequently com- 
pared with back projection. To a cer- 
tain extent, both processes have simi- 
larities, but they have at least as many 
differences. To compare them in detail 
would be a lengthy task, but in general 
it may be said that if the background 
of a scene is as important as the fore- 
ground from the story-telling aspect. 
then traveling matte is preferable. If, 
however, the background is subser- 
vient to the foreground action, or if 
direct connection between foreground 
and background is required (as in the 
example of the reflection in the hood 
of a car), then back projection is pref- 
erable. On the average, it may be said 
that of three different process shots, 
one is best done by traveling matte, one 
by back projection, and the third could 
be done equally well by either process. 

The general effect of using the tra- 
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veling matte process is to create a 
scene in which the background has 
production value. It is thus very suit- 
able for scenes depicting ships at sea, 
aeroplanes in the sky or vehicles on 
land. Its application to the technique 
of deep-focus photography is obvious, 
since it enables scenes to be created of 
apparently very large depth of field 
(Fig. A). In trick work, it enables live 
artists to be portrayed in conjunction 
with models, the models being magni- 
fied to any desired scale. Apparently 
dangerous situations can be portrayed 
(Fig. B), such as an artist suspended 
over a busy street. It enables scenes to 
be created which have no counterpart 
in real life, such as the same person 
appearing twice or several times in a 
given scene (Fig. C); it can, in fact, 
be readily used to enable an artist to 
pass both before and behind himself in 
the same scene for example, if he 
were supposed to be boxing or fencing 
with himself. 

It would be difficult to list all the 
possible applications of this process, 
both serious and comic, which are 
often revealed only when a script writer 


is preparing a script. A knowledge of 
what is possible should, however, en- 
able many stories to be scripted, which, 
for lack of suitable production facili- 
ties, might otherwise never reach the 


screen. 

The process described above is cur- 
rently in use at Pinewood Studios, 
England. During the years 1950 to 
1956, it was used in some 87 feature 
films made both in Gt. Britain and 
Europe. Many of these films incor- 
porated over 1,000 it. of composite 
negative produced in this manner. The 
process is available for use by any 
film producer on application to the 
Rank organization, London, England. 





REFERENCES 

(1) Howard, T. W. J. Brit. Kinematogr. Soc., 
5, No. 3, 77, 1942. 

(2) Levenson, G. I. P. and Wells, N. Brit. 

Kinematogr.. 19, No. 5, 139, 1951. 





THE FOREGOING is the first of two articles 
by Mr. Hoult dealing with the Traveling 
Matte process. It first appeared in Science 
and Applications, journal of the Royal 
Photographic Society of Great Britain, in 
1953. The second article, Traveling Mattes 
In Color, written exclusively for American 
Cinematographer, will appear here next 
month.—Ed. 














PHOTOGRAPHIC ASSIGNMENTS 


Continued from Page 598 


REVUE STUDIOS 
Mack Srtencier, ASC, “Leave it to Beaver”* 
(Gomalco Prods.) with Barbara Billingsley 
and Hugh Beaumont. Norman Tokar, di- 
rector. 
Currrorp Stine, ASC, “Hell Bent for Leath- 
er” (C’Scope & Color) with Audie Murphy 
and Felicia Farr. George Sherman, director. 
Eiuis THackery, ASC, Joun Russet. ASC, 
Emit Harris, “Shotgun Slade”* (Revue 
Prods. ). 
Ray Rennawan, ASC, Lionet Linpon, ASC, 
Joun Russett, ASC, “Laramie”* (Revue 
Prods. ). 
Ray Cory. ASC, 
Prods. ). 
Winuiam Sicxner, ASC, “Bachelor Father” 
(Bachelor Prods.) with John Forsythe. 
Bens. Kurne, ASC, “Wagon Train”* (Revue 
Prods.) with Ward Bond. 
Lionet Linpon, ASC, Beny. Kurne. ASC, 
Joun Warren, ASC, Arcu Daze, “Mark- 
ham”* (Revue Prods.) with Ray Milland. 


“Riverboat™* (Revue 


. 


Ectis TuHackery, ASC, Lionet Linpon, 
ASC, Ray Cory, ASC, WituiaAm SICKNER, 
ASC, “Staccato”* (Revue Prods.). 


Wittram Sicxkner, ASC, Joun Russet, 
ASC, “The Deputy!* (Revue Prods.). 
Ricuarp Rawtines, Ettis THackery, ASC, 
“M Squad”* (Latimer Prods.) with Lee 
Marvin. 

Ray Cory, ASC, Ray Rennanan. ASC, 
“Mickey Spillane’s Mike Hammer”* (Re- 
vue Prods.). 

Excutis Tuacxery, ASC, “General Electric 
Theatre”’* (Revue Prods.). 


TWENTIETH CENTURY-FOX 
James Wonc Howe, ASC, “The Story on 
Page One” (C’Scope; Co. of Artists Prod.) 
with Rita Hayworth and Anthony Franciosa. 
Clifford Odets, director. 
Sam Leavitt, ASC, “Seven Thieves” (C’- 
Scope & Color) with Edward G. Robinson 
and Rod Steiger. Henry Hathaway, director. 
Leo Tover, ASC, “A Journey to the Center 
of the Earth” (C’Scope & Color) with Pat 
Boone and James Mason. Henry Levin, 
director. 
Maury GertsMan, ASC, ‘Adventures in 
Paradise”* with Gardner McKay and 
Weaver Levy. 
Leon Suamroy, ASC, “Beloved Infidel” 
(Co. of Artists Prod.) with Gregory Peck 
and Deborah Kerr. Henry King, director. 
CuHarRLes CiarKe, ASC, “Hound Dog Man” 
(Co. of Artists Prod.) with Stuart Whitman 
and Carol Lynley. Don Siegel, director. 
Fioyp Crosspy, ASC, “The Last Rookie” 
(C’Scope: API) with Tommy Noonan and 
Pete Marshall. George O'Hanlon, director. 
Wittiam Dantes, ASC, “Can-Can” (Todd- 
AO; Jack Cummings Prod.) with Frank 
Sinatra and Shirley MacLaine. Walter Lang, 
director. 
Jorce Stan, Jr., “The Girl in the Red 
Bikini” (Edw. L. Alperson Prod.: C’Secpe; 
shooting in Majorca) with Merk Stevens 
and Joanne Dru. Byron Haskins, director. 
Jor MacDonatp, ASC, “Five Fingers”* with 
David Hedisen and Luciana Paluzzi. 


WARNER BROS. 
James Droucut, Commercials* 


Continued on page 638 
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STUDIO & PRODUCTION EQUIP. 





CAMERAS 35mm 
B&H 2709 with rackover, Mitchell viewfinder; mattebox; 4 fast lenses; 2-1000’ 
wild motor; syncmotor; heavy tripod; baby tripod; 24 filters. $7,000.00 value 
MITCHELL NC HEAD, stripped, needs considerable repairs , 


magazines 


$2? 


ARRIFLEX I1, 3 excellent lenses, 2-400’ magazines, mattebox, Deluxe case. $ 2800 00 value ~close out 


CAMERAS 16mm 
AURICON PRO-200 Single System Sound, complete from .. 


AURICON PRO 600 with 3 lens turret; Parallax finder; zoom door; critical focusser telefinder optics; 


Modulite VA sound; 2-600’ magazines; tripod; cases; 15/25/75mm lens; matched objectives. 
$4600.00 value . . satetidicaianinitiateiinialeeadaentenete 

MAURER Mode! 05 Camera, 3 lens turret, Model 06 Erect Im age “Viewfinder, 
sunshade & mattebox, syncmotor, carrying case. $5600.00 value. Excellent from 

MAURER Modified 05, syncmotor; 400’ magazine; 4 lens turret. Close out one 

B&H FILMO SPECIALIST, w/rackover; 400’ magazine; syncmotor; 2 viewfinders; less lenses. 
$1800.00 value . . eaicomsinennentent seine ; 


CAMERA ACCESSORIES 
MOTORIZED 4 wheel DOLLY, similar to Houston or Raby. Has hihat; revolving head; 7’ boom 


height; seats for cameraman and assistant; brackets to carry 6 lights. Cost $4000.00 to build . 


NEW VISCOMATIC 3 SPEED FLUID TRIPOD heads, for most 16mm cameras 
HOUSTON FEARLESS CRAB DOLLY, Cinemobile reconditioned. $4800.00 value (plus crating) 

NEW VERSA-DOLLY combination outfit—dolly or triangle with cae -hihat—baby tripod. 
$201.00 value . solapesiiizetiibetndehatindessissiesaadcaiatenscaiinspaasniaiaae <a 
HI-HATS for Jr. type tripods “New, regularly $22.00 _ =e ; - 
H.F. Heavy Duty Commercial Type Car andl Platforms, holds 800 lbs. Includes 4’x5’ non-skid top, 

removable ladder. $220 value ' = . 


ANIMATION & SPECIAL EFFECTS 


MITCHELL 35mm SS Camera movements, likenu eaten os ; 
B&H 35mm Animation Cameras; 400’ magazine; dissolve. $3500.00 value . 
Same with thru-lens-focusing . obeniines , ; 
B&H PILOT PIN Movements 35mm. ~ $1500. 00 value om 
HOT PRESS with 4” typeholder; 3 way switch. $400.00 ‘value, likenu 


LIGHTING EQUIPMENT 


SURPLUS Spotlite STANDS, extend 4’ to 8’, ample legspread. Gov't ani $50.00. New condition 

NORTHLITE INDIRECT REFLECTORS, latest ie slaananes wott 7 
5000 watt ; 

MR SINGLE BROADS on stands 

MR DOUBLE BROADS on stands 

BARDWELL-McALISTER 750W Baby Kegs with stands 

B&M or MR 2000W Spots on stands. Excellent 

SKW KLIEGL and MR SENIOR spots on stands, excellent 

RECORDING & PLAYBACK 

REEVES 16mm MAGICORDER, transportable, mixer, amplifier complete. $4800 list 

MAURER 16mm RECORDING OUTFITS—mixer; noise reduction; amplification; voltage regulator 
power supply; 400’ magazine. Late Model E negative/positive, $10,500.00 value 


Early Model D negative only ....................--. ae 
Westrex 35mm Optical Recorders, outright purchase, fair condition 


RCA Photophone 35mm Optical Recording Heads; 1000’ magazine; less motor. No license required . 


MR MIKE BOOM and 3 wheel tricycle type Perambulator 
CUTTING ROOM EQUIPMENT 
CHINA MARKING CRAYONS, brown, % price. Per doz. apinttoemnnte 
MOVIOLA SOUND PREVIEW 35mm UDPVCS, 8”x10” large picture. $2250.00 value. Half price 
ACMIOLA PREVIEW machines, 6’x8 1,” 
LABORATORY 
NEUVATOR 16mm CLEANING MACHINES, CL-16, Surplus. Originally $395. 00 ' price... 
HOUSTON K-3 Reversal Processor; includes refrigeration temperature control; recirculation; airpump 
stainless steel construction. $6000.00 value, good condition a , 
HOUSTON 35mm Model 2 Processors, neg/pos. w/refrigeration; recirculation; air pump 
temperature control; speeds to 1200’ per hour. Gov't paid $10,000. Reconditioned . 
HOUSTON 16/35mm Model 2, like preceding SEA en 
HOUSTON 16/35mm COLOR PROCESSOR, 40’ per minute. Magnificent stainless steel beauty— 
worth $25,000. Rebuilt like new : : sidacisoneaiealanididealeen aniettation 
FILMLINE Bridgamatic Jr. 16mm neg/pos. processor; variable speed transmision; reco onditioned. 
$1700.00 value i ere: , paineniensinaiaintin 
TRADES TAKEN PL 7-0440 


1-400’ magazine, 


” picture, motor driven feed and takeups, 35mm. $1500.00 value 


..$3750.00 


695.00 
995.00 


..$ 795.00 


. 2995.00 


1895.00 
1295.00 


795.00 


$ 995.00 


97.50 


". 2495.00 


99.50 
16.95 


149.50 


..$ 395.00 
.. 1795.00 
. 2250.00 


475.00 
295.00 


$ 9.95 
79.50 
129.50 
59.50 
89.50 
57.50 
99.95 
179.50 


$1095.00 


.. 5995.00 
. 2495.00 


2495.00 
2995.00 
895.00 


$ 1.00 
. 1125.00 


295.00 


$ 192.50 


. 2595.00 


1995.00 
2995.00 


. 9995.00 


995.00 


Cable: SOSOUND 








Dept. fc 
$.0.$. CINEMA SUPPLY CORP. 
602 W. 52nd Street, New York 19 
Western Branch—6331 Hollywood Bivd., Hollywood, Calif. 
Phone HO 7-2124 
HOUSTON Fearless Cinemobile Crab-Dolly 1émm Cine Spec. Model 1, 1” £/1.9 tens and 
Original Cost $3850—Special $2195.00 accessories $375.00. I6mm Cine Spec. Model Il 
MAURER “Follow Focus for 16mm Maurer Camera. Par 4-lens turret, Par eye-level foc., Yolo 
$ 995.00 fader, 200’ film mag., case $850.00. 200’ tilm mag. 


Camera—As New - 
BAUSCH and Lomb 16mm Lens geared for 


for Cine Special $295.00. 16mm Bolex Titler, acces., 


follow focus 6-ft. extension tubes for mounting on animation 
17.5mm F 2.3 Baltar. Cost $499.50 comoound table, complete, table incl., tike new 
Special in $ 225.00 $225.00. 2.8” t/2.5 Cooke TTH lens $75.90. 4” 
25mm F 2.3 Baltar Cost $528.50 £/2.7 Elaeet Tel. lens $50.00. TS! Suitcase Con- 
Special $ 225.00 tinuous 16mm sound proj. (mew) $295.00. Par sync 
50mm F 2.3 Baltar Cost $529.00 motor & zippered barney for Cine Spec., (new) 
Special 5 , $ 225.00 $150.00. B & H 202 BR-1 16mm mag. sound prej., 
COLLAPSIBLE 3-Wheel Dolly aluminum 15” bass reflex speaker and sync. motor $025.00. 
tubular construction $ 90.00 
TRIPOD Head — Camera Equipment T.V All equipment guaranteed and offered on 7-dav in- 
Model 35—Special $ 245.00 spection and money-refund trial period. No COD's. 
MAURER 16mm Film Phonograph and power Send check or money order. Trades accepted. We 


supply Model 40—As New $1595.00 buy used equipmen: 


FILM ASSOCIATES OF MICHIGAN, INC. 
4815 Cabot Avenue Detroit 10, Michigan 


Chattanooga, Tennessee 


OCTOBER @ 1959 


WEBSTER VISUAL SALES COMPANY, 539 Vine Street 


B&H 35MM motion picture camera, Model i170 
(A6A) with 3 lens turret, motor and offset drive, 
cables, filter set and filter holders. Lens: T4.9-10” 
General Scientific in focusing mount. Less maga- 
zine and finder, Appears unused, has been in 
storage, needs cleaning and servicing. In case, 
as is (original cost around $5,000) $270.00 
Cash with order please. JACK WALTON, P.O 
Box 1457, Tampa, Fla. 








BRAND new 35mm Arriflex, Model 11-A, 180 
shutter with the new heavy-duty motor. Will 
sacrifice! For full information, write or phone 


TIL GABBANI, 2452-A Corinth Ave., W. Los 
Angeles 64, Calif. Phone: GR 7-5312. 





16mm MAGNETIC film recorder, U.S. and Foreign 
power. D. DEVLIN, 747 Madison Ave., New York 
21, N.Y 
Test Films: 35mm x 100’ SMPTE travel ghost test, 
$7.50: 35mm x 200’ MPRC standard flutter test, 
$12.50; 35mm x 500’ MPRC frequency, acoustical, 
response; amplifier and speaker response, phasing, 
etc. $22.50; 16mm x 100’ SMPTE 7000 cycle test, 
$7.50; 16mm x 100’ B&H projector steadiness 
test, $7.50. MASTER FILM, 207 Third St., Eliza 
beth, N.J. 





FOR SALE—Bargain—Model 2 Cine Kodak Special, 
4 lens turret, lenses, Par magnifying focusser, 
automatic dissolve. GINO PELLEGRINI, 1545 
Lombard St., San Francico, California. 





LENSES: General Scientific Miltar T 4.9-10”, for 
B&H Eyemo and AéA cameras. New condition but 
front elements need attention. As is, $62.50 
Cash with order please. JACK WALTON, P.O. 
Box 1457. Tampa, Fla. 





CAMERA motors for B&H Eyemo, 6 Volt DC 
(Bodine) with cables and switch. Used, $24.50, 
new, $35.00. Dealers discount in lots of 12 
Cash with order please. JACK WALTON, P.O 
Box 1457, Tampa, Fla, 


COMPLETE lémm Arriflex outfit, zoom lone, filters, 
tripod. Used once. Priced right. MA. €. WOT, 
757 Covington Dr., Detroit 3, Mich. 

16MM HOUSTON-K-IA . . . ‘developing machines. 
For reversal or positive film. Complete with re- 
frigerator units, temp controls, condensors, etc 
BRAND-NEW, prices reduced. Also all STAINLESS 
STEEL model A-11B. Neumade film washer, 35mm 
EYEMO cameras, spider turrets, large selection gf 
Eyemo lenses, 35mm x 1000 film. AIR PHOTO 
SUPPLY, Dept. C-1, 555 East Tremont Ave., New 
York 57, New York. 








PROCESS PROJECTION EQUIPMENT 

PRECISION REGISTRATION — USED MITCHELL OR 
CUSTOM BLIMPED TYPE ON PORTABLE CASTER 
BASES. COMPLETE WITH SCREENS, INTERLOCKED 
DISTRIBUTORS, CABLES, INTERCOMS, _ LENSES, 
ETC. FULL INFORMATION, PHOTOS AND PRICES 
ON REQUEST. BOX 1340, AMERICAN CINEMA- 
TOGRAPHER. 


MAGNASYNC 602-C recorder, $850.00, B&H Model 
285 projector with synchronous motor, $450.00, 
Concerton 1401 recorder, $140.00, records—Pox- 
ton, F.D.H. & Chappell, Hickcock tube checker 
misc. equipment, turntables, converter, etc. DON- 
ALD E—. DUNN, 26246 Fairview Ave., Lomita, 
Calif. Tel. Dav. 6-4925—call after 6 P.M. 


FILM PROCESSING MACHINERY 
Rebuilt trode-ins, demonstrators, etc. Black-and- 
white and color. All makes. Low prices. Send for 
lists. FILMLINE CORPORATION, Erna Street, Mil- 
ford, Conn 

















AURICON 600’—1200’ conversion. Sr No. 1010 
model CM-75TVT, Tr. S. Complete with amplifier 
600’ and 1200’ magazines, built in finder system 
and critical focuser, Auricon tripod. Excellent. 
P.O. Box 2384, Sarasota, Florida. 





REVERSAL COLOR PROCESSOR 
Large rebuilt reversal color processor, Fonda drive 
Cheap. METAL MASTERS, 5599 University Ave., 
San Diego 5, Calif. 
CINE erry Sesten 2. Perfect. 1” lens. $400 00 
Write Box 1250, AMERICAN CINEMATOGRAPHER 


Continued on Next Page 
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Classified Ads 


Centinued From Preceding Page 





WANTED 





YE OLDE TRADING POST 
DOING BUSINESS 35 YEARS 
BUYS — SWAPS — SELLS YOUR 
Cameras Dollies Lenses, Lights, 
Moviolas, Printers, Recorders, 
Laboratory Equipment. 
CONSIGNMENTS TAKEN 
SET YOUR OWN PRICE— 
SHIP IT IN 
OUR PERCENTAGE IS SMALL 
WIRE US—WUX New York, 
Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywodo Bivd. 
Hollywood, Calif., Phone HO 7-2124 


WHY SACRIFICE 


your production and struggle with old or used 
equipment when we can trade for cash or new 
equipment. Let us know what you have and what 
you need 

THE CAMERA MART, INC. 
1845 Broadway... Plaza 7-6977.. New York 23, N.Y. 


WANTED TO BUY FOR CASH 
14MM AND 35MM CAMERAS AND ACCESSORIES 
MITCHELL—BELL & HOWELL STANDARD AND 
EYEMO—ARRIFLEX—-MAURER—ALSO 
LABORATORY AND EDITING EQUIPMENT 
CAMERA EQUIPMENT CO. INC., 

315 West 43rd St NEW YORK 36, N.Y. 
CABLE—CINEQUIP 


TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 


Continued on Next Page 


Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 





POSITION AVAILABLE 


SERVICES AVAILABLE 





WANTED cameraman. Prefer man with considerable 
experience on Mitchell cameras. Midwest pro- 
ducer with fine reputation and financial standing 
wants man with ability and experience’ in 
lighting sets and operating camera on all kinds 
of interior and exterior photographic assignments 
Very little travel involved in job. Excellent 
starting salary and opportunity. Write giving full 
details of past and present employment, equip- 
ment used, positions held etc Box 1357, 
AMERICAN CINEMATOGRAPHER 











MEXICO CITY 16mm cameraman for special assign 
ments. No sound or studio facilities required V/rite 
experience. Box 1358, AMERICAN CINEMATOGRA 
PHER. 











EXPERIENCED director-writer-editor for yrowing 
Southeastern film production firm. Send resume ond 
details to CONTINENTAL FILM PRODUCTIONS, 539 


Vine Street, Chattanooga, Tenn. 


FILM ASSIGNMENTS New York, Boston area. Scenic, 
stock shots, industrial, featurettes creatively filmed 
to your specifiications. ACORN FILMS, 168 W. 
46th St., N. Y. C. Judson 6-2272. 





AUSTRALIAN coverage 16mm only. Filmed to vour 
specifications. Pref Wild Life Study in the West."’ 
RICHMOND J. NOBLE, 7 Inglethorpe Ave., Kensing- 
ton, Sydney, Australia. 





16mm PRODUCER oper to shoot stock or ccntrart 
footage, complete productions in Ohio, Kentucky or 
West Virginia. Have equipment, will travel. DON 


FLESHER PRODUCTIONS, Box 6, Ripley, W. Va. 





LABORATORY & SOUND 





SERVICES AVAILABLE 





16MM MOTION PICTURE PRODUCTION 
Film Editing—Sound Recording— 
Sync-Sound Effects— 
Industrial—Advertising 
Educational—tTravel 
Sound Stage Available 
HARRY MERRICK STUDIO 
1901 West Anaheim St Long Beach 13, Calif. 
HEmlock 6-3291. 





DUTCH FILM PRODUCER offers all possible help in 
Europe No language troubles International 
trained technicians available. We solve all YOUR 
problems. Write or wire: WALTER DE VRIES 
Lepelstra*t 20-C AMSTERDAM, Holland, Telephone 
57807 





FILM EDITOR with 6 years experience in commercial 
film production and laboratory seeks position 
with established producer offering secure future 
Willing to relocate anywhere. Complete resume, 
credits, and references sent on request. Write to 
Box 1355, AMERICAN CINEMATOGRAPHER, 

ANIMATION produced in Japan from your story- 
boards. Low Japanese rates. Send us a trial 
order INTERLINGUAL INTERNATIONAL INC., 
Harada Bldg 2-1 Hirakawacho, Chiyoda-ku, 
Tokyo, Japan. 





CENTRAL AFRICAN coverage. GEOFFREY MANGIN, 
Telefilms, Box 8252, Salisbury, Rhodesia 


ROCKY MOUNTAIN 16MM HEADQUARTERS 
16mm Black & White and Anscochrome—Processing— 
Printing — Recording — Editing — Production — 
Rental — Sales. All types of film in stock. 
Write for Price List 
WESTERN CINE SERVICE, INC. 
114 E. 8th Ave., Denver 3, Colorado. AMherst 6-306) 


SOUND RECORDING at a reasonable cost. High 
Fidelity 16 or 35. Quality guaranteed. Complete 
studio and laboratory services. Color printing and 
lacquer coating. ESCAR MOTION PICTURE SERV- 
ICE, INC., 7315 Carnegie Avenue, Cleveland 3, 
Ohio. Phone ENdicott 1-2707. 





16MM MAGNETIC SOUND STRIPING 
Originals—Prints—Raw. Full, half or edae tracks, 
.025 per foot, including balance stripe if specified. 
24 hour service 
P-J FILM PRODUCTIONS 
Box 2655 Colorado Springs, Colorado 











To Classified Advertisers 
Copy deadline for classified advertising is the 
Ist of month preceding publication date. Mail 
copy and remittance to cover cost to 
AMERICAN CINEMATOGRAPHER 
1782 No. Orange Dr., Hollywood 28, Calif. 
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WARNER BROS. 
Artuur Artinc, ASC, Commercials* 
Bert Giennon, “Captain Buffalo” with 
Jeffrey Hunter and Constance Towers. John 
Ford, director. 
JoserpH Btroc, ASC, “Ice Palace” (Shoot- 
ing in Alaska) with Richard Burton and 
Robert Ryan. Vincent Sherman, director. 
Epwarp Coitman, ASC, “—30—” (Mark 
VII) with Jack Webb and Wiliam Conrad. 
Jack Webb, director. 
Jack MacKenzie, ASC, Ratpn Wootsey, 
ASC, Rocer SHEARMAN, “The Alaskan.”* 


Ray Fernstrom, ASC, “Cheyenne”* with 
Clint Walker. 

Harotp Stine, ASC, Rex Wimpy, ASC, 
Westey Anperson, Rocer SHEARMAN, 
“Maverick”* with Jack Kelly. 

Epwin DuPar, ASC, Jack MacKenzie, 
ASC, Ratpu Wootey, ASC, Ray Fernstrom, 
ASC, “Hawaiian Eye.”* 

Cart Bercer, ASC, Jack MacKenzie, ASC, 
Rex Wimpy, ASC, Ray Fernstrom, ASC, 
“Bourbon Street Beat”* with Andrea Dug- 
gan and Richard Long. 

J. Peverett Martey, ASC, Ray Fern- 
strom, ASC, Cart Bercer, ASC, “Lawman’’* 
with John Russell. 
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Harotp Stine, ASC, Epwin DuPar, ASC, 
“77 Sunset Strip”* with Efrem Zimbalist, 


Jr. 


E_tswortH Frepricks, ASC, “Tall Story” 
(Mansfield Prods.) with Anthony Perkins 
and Jane Fonda. Joshua Logan, director. 


Cart Guturie, ASC, Warren Lyncu, WEs- 
LEY ANpeRSON, “Colt 45°* with Wayde 
Preston. 

Cart Bercer, ASC, Jack MacKenzie, ASC, 
“Sugarfoot”* with Will Hutchins. 


Ratpw Woo.rsey, ASC, Rex Wimpy, ASC, 
Cart Bercer, ASC, “Bronco”* with Ty 
Hardin. 


THomas Tutwiter, ASC, Commercials* 
Watter Castite, ASC, Commercials* 


Peverett. Martey, ASC, Commercials,* 
“Rachel Cade” with Peter Finch and Angie 
Dickinson. Gordon Douglas,, director. 


Hat Mour, ASC, Commercials* 
Artuur Fetnpet, ASC, Commercials* 
H. F. Koenexamp, ASC, Commercials* 





SIMPLIFYING SYNC 


Continued from Page 621 


and is coupled directly to the magnetic 
phono preamplifier in the amplifier. 
The bass control is set at minimum to 
reduce random hum pickup. 


To summarize this system, as used 
for reproduction of picture and sound: 
the tape recorder feeds the sync con- 
trol impulse to the syne amplifier. The 
amplified signal controls the syne mo- 
tor that monitors the speed of the pro- 
jector so that it operates in syne with 
the recorder, thus insuring absolute 
synchronism picture and 
sound. . 


between 





FILM TREATMENT TIP 


Motion picture films having the Min- 
nesota Mining & Mfg. Company’s lam- 
inated “Scotch Track” magnetic sound 
stripe require special care in cleaning. 


Such films, according to a bulletin 
issued by The Calvin Company, Kansas 
City, Mo., should be cleaned only with 
a Freon-type cleaning fluid. Other 
liquid film cleaners have been known 
to loosen the adhesive bond between 
the stripe and the film. The bulletin 
also advises against winding laminated- 
stripe film on cores. 


AMERICAN CINEMATOGRAPHER 


EASTMAN 


PROFESSIONAL 
MOTION PICTURE 


FILMS 





W. J. GERMAN, Inc. 
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SANTA MONICA BOULEVARD 
HOLLYWOOD 38, CALIFORNIA 


HOllywood 4-6131 








For ANY or ALL Producer Services 
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For information and 
quotations on ANY or ALL 
of these Producer Services, 
write, phone or wire ... 


laboratory 


1226 Wisconsin Ave., N.W., Washington 7, D.C. 
FEderal 3-4000 


1226 East Colonial Drive, Orlando, Florida 
CHerry 1-4161 








